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INTRODUCTION

Representing Pasts — Visioning Futures

One century ago the City Symphony was at the cutting edge of visual representation. It was the site of
some of the most challenging concepts and ideas the art world had ever seen. Its ruptures in
spatiotemporal representation were seen as natural extensions of the avant-garde: cubist painting in
the mode of Braque, the architectural visions of Vladimir Tatlin, the spatio-sculptural works of
Aleksandr Rodchenko, the photography of Moholy-Nagy and later Florence Henri, to name but a few.

The intervening 100 years have seen periodic reengagements with spatial reframing in these media.
They have also witnessed the emergence of new modes of representation in the worlds of art, design,
heritage, cultural studies and the social sciences more broadly. Today, artists, architects, painters,
sculptors and designers from various fields can work seamlessly across a plethora of fields: video,
digital photography, 3D printing, parametric architecture, algorithmic animation, projection mapping,
photogrammetry, virtual reality, and more.

If we look specifically at spatial design, virtual reality is increasingly seen as ‘everyday’ for architects
and urban designers. For artists, ‘the digital’ is now a typical mode of operation. If we consider film,
algorithmic video editing, motion capture and image digitization are now all ‘run of the mill
technologies. In museology, the experiential interactive installation accompanies static exhibitions.
Indeed, the moving image, both analogue and digital, is now a standard area of historical study in
itself — the city symphony included.

Taking the City Symphony, and its historic moment in time as a starting point, this conference seeks
to explore of the past, present and future of how we visualise people, places, cities and life. It
welcomes insights into the history of painting from a spatiotemporal standpoint; the influence and
evolution of the photographic representation of place; the role of sculpture in exploring and integrating
space. It invites filmmakers exploring city representation, architects, urban planners and designers
engaged in the visualisation of buildings, cities.... and more
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THE DIGITAL AGENCY, PROTEST MOVEMENTS, AND
SOCIAL ACTIVISM DURING THE COVID-19 PANDEMIC

Author:
ASMA MEHAN

Affiliation:
HUCKABEE COLLEGE OF ARCHITECTURE, TEXAS TECH UNIVERSITY, USA

INTRODUCTION

The technological revolution and appropriation of internet tools began to reshape the material basis of
society and the urban space in collaborative, grassroots, leaderless, and participatory actions. The
protest squares’ representation on Television screens and mainstream media has been broad. Various
health, governmental, societal, and urban challenges have marked the advent of the Covid-19 virus.
Inequalities have become more salient as poor people and minorities are more affected by the virus.
Social distancing makes the typical forms of protest impossible to carry out. Under social distancing,
some state-led policies took advantage of social media to focus on the Covid-19 pandemic to silence
social and political activities, censor criticism, and control the press. However, during the pandemic
era, the movements for social justice have been particularly active, focusing on defending workers’
rights, mutual aid and solidarity, monitoring policymakers, and popular education. These progressive
movements combined concrete practices and experiences to confront the reactionary, capitalist, and
governmental actors that sought to shape and envision the world. Through different case studies of
protest movements during the pandemic in Europe, the UK, and Asia, this paper argues that at the
time of rising racial, social, and economic inequalities, the social activities adapted to the
circumstances determined by the social distancing and the impossibility of people gathering in
physical spaces. Subsequently, the people in different countries had various individual and collective
responses to the support of health workers, systemic inequalities, loss of jobs, and other societal and
financial challenges imposed by the governments. It means that, rather than disappearing, the social
movements have adapted to the unexpected situations during the pandemic outbreak. The pandemic
broke the new digital global wave of protests in this sense.

Social Activism during the Pandemic

Environmental challenges, forced immigration, pandemic outbreaks, and economic inequalities are
deepening the democracy crisis across the globe. As Jeffery Hou highlights: “unsanctioned,
unscripted, and seemingly undesirable activities have long appropriated urban spaces in routine and
sometimes unexpected ways, bringing new meaning and unforeseen functions to those spaces. They
occupy or appropriate urban spaces in routine and sometimes unexpected ways, bringing new
meanings and unforeseen functions to those places. In many cities around the world, these activities
are an integral part of the quotidian urban landscapes and systems of everyday life. Together, they
encompass both short-term, temporary actions and lasting struggles and contestations.*
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The Occupy movement of 2011 provides an example of the new wave of social unrest and protest
movements. Occupy emerged in a period of crisis for Liberal democracy. One of the most visible
signs of this crisis is the widespread disengagement of the citizenry from institutional political
processes in developed countries.? The increasing disaffection of youth with liberal politics, and
voting, the rise of consumer culture, and the explosion of social media, such as Facebook, Instagram,
and Twitter, can be seen as the intensifying the alienation that operates under a market capitalist ethos
rather than a democratic one.®

The advent of the recent Covid-19 pandemic outbreak has resulted in a profound transformation of
society, with technology playing a crucial role in the way people respond to the challenges posed by
the virus. The technological revolution and the appropriation of internet tools have reshaped the
material basis of society and the urban space, leading to the emergence of collaborative, grassroots,
leaderless, and participatory actions. As a result, the protest squares’ representation on television
screens and mainstream media has been broad.*

During the COVID-19 pandemic, social activism has taken on new forms and become even more
important in many ways. Before the pandemic, social movements and protests were often organized in
physical spaces, with people gathering in public squares, marching in the streets, and engaging in
direct action.® With the advent of social distancing measures, however, these forms of protest became
impossible, leading activists to turn to digital tools to continue their activism. However, the pandemic
has brought with its various health, governmental, societal, and urban challenges, exacerbating
existing inequalities and affecting poor people and minorities the most.°

Social distancing has made traditional forms of protest impossible, leading some state-led policies to
take advantage of social media to silence social and political activities, censor criticism, and control
the press. Despite these challenges, the movements for social justice have continued to thrive during
the pandemic, with a focus on defending workers’ rights, mutual aid and solidarity, monitoring
policymakers, and popular education.” With large gatherings and protests being limited due to health
concerns, many activists have turned to virtual and decentralized organizing, leveraging social media
to spread their messages and build movements. Issues related to the pandemic, such as healthcare
access, workers' rights, and systemic racism, have become key focal points for activism. Additionally,
the pandemic has amplified existing social and economic inequalities, further fueling activism and
calls for systemic change. These progressive movements have combined concrete practices and
experiences to confront reactionary, capitalist, and governmental actors, and to shape and envision the
world.®

Digital Protest Movements during the Pandemic

The pandemic has inspired a wave of digital social activism, with people turning to technology to
mobilize and coordinate collective action. Case studies of protest movements in Europe, the UK, and
Asia show that at a time of rising racial, social, and economic inequalities, social activities have
adapted to the circumstances determined by social distancing and the impossibility of people
gathering in physical spaces. People in different countries have had various individual and collective
responses to support health workers and address systemic inequalities, loss of jobs, and other societal
and financial challenges governments impose (See Figure 1).°

Although the Covid-19 pandemic has broken the new digital global wave of protests, it has not
diminished social activism. Instead, social movements have adapted to the unexpected situations
posed by the pandemic, proving they are resilient and capable of responding to the moment's
challenges. The Covid-19 pandemic has put a tremendous strain on health workers worldwide, and
social media has been used to support and advocate for their rights. The hashtag
#ThankYouHealthWorkers shows appreciation for their sacrifices, while the #ProtectOurCare
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movement highlights demanding better working conditions and access to personal protective
equipment.’©

The recent antiracism protests and Black Lives Matter movement with the use of hashtag #BLM have
reignited decentralized transnational political and social campaigns to fight racism, discrimination,
and inequality. The Black Lives Matter (BLM) movement has been one of the most significant social
justice movements in recent history, and the pandemic has only amplified its impact. With the advent
of social distancing measures, the BLM movement turned to social media to coordinate protests, share
experiences, and mobilize large numbers of people. People used platforms like Twitter, Instagram,
and Facebook to share information, coordinate protests, and call for justice and systemic change.
Through the use of hashtags such as #BlackLivesMatter and #JusticeForGeorgeFloyd, the BLM
movement was able to spread its message and gain widespread support, resulting in a global
movement for racial justice.*

Grassroots reactions and protests to colonial remnants in the urban landscape were as important. In
Europe, one of the most prominent examples of digital activism during the pandemic has been the
Black Lives Matter protests, which took place in response to the death of George Floyd in the United
States. Despite the restrictions imposed by the pandemic, thousands of people across Europe came
together online to protest against systemic racism and police brutality. Through social media, people
can coordinate actions, share information, and mobilize large numbers of people in a virtual
demonstration of solidarity (See Figure 2).*2

In the United Kingdom, the Covid-19 pandemic has been marked by a growing movement of workers
fighting for their rights. Despite the restrictions imposed by the pandemic, workers have used social
media to organize and coordinate their actions, sharing information about strikes, protests, and other
forms of direct action. These workers have been particularly active in defending the rights of those
who have been hardest hit by the pandemic, including gig workers, careers, and those working in low-
paid jobs.’®

In Asia, the Covid-19 pandemic has had a significant impact on the movements for social justice. The
Hong Kong protests were another example of digital social activism during the Covid-19 pandemic,
as people used technology to mobilize and coordinate in the face of government repression. The
protests were sparked by a proposed law that would allow the extradition of Hong Kong citizens to
mainland China, and quickly gained traction as people across the city took to the streets to protest
against the erosion of their rights and freedoms. The Hong Kong protests were notable for their use of
technology, with protesters using encrypted messaging apps and social media to coordinate and share
information. The use of technology was critical in the face of government censorship and repression,
providing protesters with a way to organize and communicate despite the challenges posed by the
pandemic.*
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Figure 1. Protest Movement during the pandemic, 8 Oct 2020, photographer: Edrece Stansberry,
Credit: unplash,

The #MilkTeaAlliance emerged as a digital activist movement, bringing together young people from
across the region to protest against authoritarianism and censorship. The movement, which was
initially sparked by protests in Thailand, quickly gained momentum and spread to other countries,
with people using social media to coordinate actions and to share information.

The Indian farmers' protests were a significant example of digital social activism during the Covid-19
pandemic, as farmers used technology to organize and mobilize against a controversial set of
agricultural reforms. The protests were sparked by new laws that would deregulate the agriculture
sector and remove protections for farmers, leading to widespread protests across the country. The
Indian farmers' protests leveraged social media to coordinate and mobilize, with farmers and
supporters using platforms like Twitter and Facebook to share information and coordinate actions.
The movement also used social media to challenge government narratives and to hold policymakers
accountable for their actions.*

The pandemic has highlighted the importance of mutual aid and solidarity, and social media has been
used to coordinate these efforts. Across the world, people have used social media to organize food and
supply drives, create online communities to support their neighbors, and promote mutual aid
initiatives. The hashtag #MutualAid has been used to promote these efforts and to encourage people to
get involved. The COVID-19 pandemic has had a devastating impact on workers, with millions losing
their jobs and facing economic insecurity. The workers’ rights movement has been using social media
to organize, mobilize, and demand better treatment for workers. The hashtag #WorkersRights has
been used to promote these efforts and to raise awareness about the struggles of workers during the
pandemic.

The digital agency has proven to be an incredibly powerful tool for social activism, with the internet
and social media providing a platform for people to share their experiences, coordinate actions, and
mobilize large numbers of people. During the pandemic, social media has been used to support health
workers, defend workers’ rights, promote mutual aid and solidarity, monitor policymakers, and
engage in popular education. In addition to its role in supporting social activism, the digital agency
has also provided a way for people to express their grievances and to hold governments and
corporations accountable. During the pandemic, the digital agency has been used to protest against
systemic inequalities, censorship, and the suppression of free speech. These case studies demonstrate
the power of the digital agency and the role it can play in shaping the world and promoting social
justice.®
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Figure 2. Black Lives Matter Protest during the Pandemic, 20 Oct 2021, Downtown Los Angeles, US
photographer: Mike Von, Credit: unplash,

CONCLUSION

The pandemic has resulted in a paradigm shift, exemplified by the increased prominence of digital
activism and the utilization of technology to organize and coordinate activism efforts. Despite the
challenges posed by the pandemic, social activism has continued to thrive, adapting to the new
circumstances and using digital tools to coordinate and mobilize. The digital agency has proven to be
a powerful tool for social activism, providing a platform for people to voice their concerns, organize
collective action, and shape the world.

The pandemic has had an essential impact on the way people mobilize and engage in social activism.
It has broken the new digital global wave of protests but has not diminished social activism. Instead,
social movements have adapted to the unexpected situations posed by the pandemic, proving they are
resilient and capable of responding to the moment's challenges. The digital agency has emerged as a
powerful tool for social activism, providing a platform for people to express their grievances,
coordinate collective action, and hold those in power accountable. As the pandemic persists, digital
activism remains a crucial factor in determining the trajectory of future social activism.

The COVID-19 pandemic has been a significant point in social activism, inspiring the rise of digital
activism and the adoption of technology to coordinate activism efforts. The digital agency and the
appropriation of internet tools have reshaped the material basis of society, leading to a new wave of
protest movements and social activism that is adaptable and capable of responding to the challenges
posed by the pandemic. Despite the difficulties posed by the pandemic, social activism remains
resilient and continues to thrive, adapting to new circumstances and utilizing digital tools to mobilize
and voice their concerns. The digital space has become a crucial platform for social activism,
empowering people to shape the world and hold those in power accountable.
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INTRODUCTION

Cooking machine, experimental home laboratory, status symbol, domestic prison or the brain and soul
of the home? The role of the kitchen has had considerable changes over the years. At its core, the
consequential change affecting this interior space have been both social and functional in nature. And
as we look towards the near future it will remain a catalyst for the evolution of the dwelling, and by
association the community it belongs to. How the kitchen adapts to take the burden of sustainability
will define how cities confront the environmental crisis. The sustainable kitchen will help solve basic
problems related to living in the Anthropocene. Food security being the most important challenge due
to the dependence on agriculture in a time of climate variability. This is particularly true as it affects
the livelihood of low-income communities which normally have less capacity for adaptation.® With
the aid of emerging technologies, the future kitchen will produce energy, water, and food towards an
off the grid self-sufficiency. It will also compost its organic waste minimizing the need of waste
management. And it will remain the central, most used room in the house. Providing a space where
people can congregate, work, and socialize. The UN estimates that 68% of the world population will
live in urban areas by 2050.% This means that urban density will force dwellings to down-size. This
reality will hybridize, more than ever before, the kitchen, dining room and living room with the
implementation of open plan typologies, creating a hybrid space where most of the home life will take
place. This space will be further transformed by lessons learned from the pandemic, giving this space
multiple areas where different members of the family could work, study, or take classes while
providing a level of privacy and detachment. The kitchen which started as a place for cooking, will
now take on a number of alternate activities not related to its original premise, forcing a level of
adaptability and versatility, to be inherent in its design. As it remains the center of home life, most of
its evolution will aid in the process of bringing about a sustainable revolution by making the kitchen
and by default the dwelling self-sufficient.

KITCHEN DESIGN BASICS: FIVE ZONES AND A LITTLE MORE

In 1929 the idea of the work triangle was proposed (by Lillian Moller Gilbreth) as a way to design an
efficient three-zone kitchen, mixing aesthetics and function was unveiled at a Women’s Exposition in
New York City. The work triangle of the three-zone kitchen was composed of the imaginary lines
between what was believed where the primary tasks in the kitchen linking the cook top, sink and
refrigerator. The idea was that when these three elements are close (but not too close) to each other,
the kitchen would be easy and efficient to use.®> Today, the three-zone kitchen comprised of a
cooking, cleaning, and consumables zones, has expanded to a five-zone Kkitchen that makes
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allowances for a functional evolution, by adding two new zones for non-consumable and a
preparation. In total, the five-zones of the kitchen stand as follows: Consumables, non-consumables,
cleaning, preparation, and cooking. The Consumables zone is used to store al our day-to-day
consumer goods. This are items that are used for cooking and baking that need to be replenished. This
includes both chilled and un-chilled foodstuffs and is why the refrigerator and freezes are both located
in this zone. The Non-consumable zone is used to store non-foodstuffs. It is manly used for kitchen
small appliances, cutlery, dishes, containers, pots, pans and glasses. Because of the number of items
and their frequent use, comfortable access to them stored in lower and upper cabinets is very
important. Normally this zone is placed adjacent to the Cleaning zone so as to be able to move clean
dishes easily from the dishwasher and the sink to their storage areas. The Preparation zone requires
clear work surfaces since it contains the main work area of the kitchen. And is located between the
Cleaning and Cooking zones. This zone stores the kitchen utensils required for food preparation, and
some open foodstuffs required for food preparation (like spices). The Cooking zone houses the stove
top, oven, extractor and in some cases the microwave oven. The Consumables, Cleaning and Cooking
zones are interdependent from each other creating a triangle between them designed to simplify
motion between them. This kitchen zones have evolved out of need and functionality, and as the
kitchen continuous to adapt to societal changes it is to be expected that new zones will arise. Due to a
need for versatility and adaptability to the present climate crisis we propose three new zones (figure 1)
to this system: The Food Production zone, the Composting zone, and the Home Working &
Entertaining zone. The Food Production zone will house a hydroponic farm, a fungi culture unit, an
insect farm, and an atmospheric water generator. This unit will help produce a percentage of the
vegetables and mushrooms and consumed in the household. Incorporating insects as a source of
protein and nutrition to our diet. And it will produce water from atmospheric vapor to be used in the
kitchen and the house as a whole. The Composting zone consists of a vermicompost (worm
composting) unit used to transform all organic waste into compost. These two new zones are additions
that bring a sustainable and self-sufficient element to the pre-existing kitchen layout system
previously presented. The Home Working & Entertaining zone is an adaptable area which has as a
main function to provide a space where adults and children can work, study, socialize, or participate
in online activities. This area will also serve as transition withing an open plan between the kitchen
and the living room unifying this two gathering social spaces into a larger more versatile area.

— . -

1940s PRESENT FUTURE

Figure 1. Kitchen zone relationships: Past, present, and future
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THE NEXT STEP ON THE EVOLUTION OF THE KITCHEN

According to a study by Near Future Laboratory for IKEA, as more of the world’s increasing
population moves into urban areas (68% by 2050), a pressing need for efficiency will lead to smaller,
multipurpose kitchen spaces which in turn will usher new food-preparation technologies. Our
dependence on digital connectedness will turn the Kitchen into a media center, combining the need for
entertainment and social networking. While an increasing desire to live in rural and rural-like
communities, combined with a growing environmental consciousness will promote the wide-scale
creation of private and local food gardens and urban farms. The kitchen of the future will help make
the dwelling sustainable by being self-sufficient, generating its own energy, producing, filtering, and
reusing water, growing a percentage of the household’s vegetable and mushroom consumption,
composting organic waste, using energy-efficient (energy star) appliances, sustainable materials and
having digital connectedness. And (as we learned from the pandemic) it will also need to become a
social space for activities not related to cooking nor eating. All these reasons point to open plan
design to maximize the space after the area of the dwelling downsizes due to an urban need for an
increase in density. But more importantly, the next step in the evolution of the kitchen is not about
design aesthetics, furniture ergonomics nor overall craftsmanship. The secret in designing an effective
kitchen focuses on having a compact cooking zone, because this allows enough space to fulfill the
room’s expanded role as a living space. A space that historically started as the center of the house, to
later be pushed to the side in anonymity, is now a heavily used social area. The busy life of a
contemporary family results in having a limited amount of time at home together, making the need for
a common room where encounters can be turned into effective exchanges, and versatile enough to
accommodate multiple activities, more important than ever. Today as it will be tomorrow, psychology
and ergonomics are the main components in the design of a kitchen environment. The anxiety of
contemporary life requires that emotion and function work side by side to create a relaxing space in a
home that more than ever will become kitchen centric.

NEW TECHNOLOGIES COMING SOON TO A KITCHEN NEAR YOU

The kitchen of the near future will be all about connectivity. Smart appliances talking to each other
via the internet of things (loT), a network of objects embedded with electronics, software, sensors
(Arduino), and network connectivity that allows them to collect and exchange data about its users. But
there will be other innovations that are currently under development as well. Additive manufacturing
(3D printing) will find its way into the kitchen as the most important future appliance. In the near
future, every kitchen will have a food 3D printer which will serve as a food manufacturing plant.
Additive manufacturing will give everyday consumers more choice and accessibility to the foods of
their choice, opening the door to a new level of creativity for both the user and the food industry.
Chloe Rutzerveld (Future Food Designer) has been using additive manufacturing in food production
on a project named edible growth # where fully natural, healthy, and sustainable food is made possible
by combining natural growth, 3D printing technology and design. And while there are a number of
challenges many food printers must overcome, such as speed of printing, texture, taste, and
complexity, the technology is already moving to solve these issues. Across multiple industries, one of
the greatest appeals of 3D printing is the fact that it is highly customizable to users' needs and
preferences, allowing for hyper-customization.

We will also see the appearance of the induction cooktops as a replacement for the stove. These
countertop cooking surfaces use magnetic energy and compatible pans to heat up only the area
occupied by the pan placed on it; the rest of the surface remains cool to the touch, allowing it to be
used as a touchscreen where to browse the Internet, measure ingredients, talk to a friend, or to be used
as a cutting board. In IKEA’s Concept Kitchen 2025,% an induction cooktop table is presented as the
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central element of the kitchen. IKEA’s vision includes video projections and sensing technology, that
together can guide the user on how to prepare the food placed on the cooktop table, while cooking
directly on its surface. While simultaneously others connect to the internet using the touchscreen
surface right next to where the cooking is taking place. In a similar way, vertical surfaces will also
have touchscreen interactive capabilities. Human environments are typified by walls, which until now
have remained mostly inactive. But what if walls could be a smart infrastructure? Could walls
enhance rooms with sensing, interactivity, and computation capacities? The idea is to transform the
wall into an interface and through it control the workings of the kitchen and the dwelling, while also
providing connectivity and entertainment. The oven will evolve into a an automated, connected,
multifunctional appliance. Miele has developed the first oven that uses radio frequency technology to
cook with electromagnetic waves. The result is a process 70% faster than any other on the market
presently.

With the population more interested in environmental and sustainable issues, urban gardens will
become the norm. Providing easy access to fresh produce, cleaning the air of the dwelling and
community, serving as sound insulators, and helping in the recycling of grey water. It’s expected that
big names in home appliances will soon be adding kitchen hydroponics to their repertoire. In
2014, Panasonic started growing leafy greens inside a warehouse in Singapore and selling them to
local grocers and restaurants.® By 2017, the vertical farm was producing 80 tons of green leafy lettuce;
mini red radish; mustard wasabi; a range of microgreens and other veggies per year. The success of
this endeavor proved that plants could be grown anywhere, so why not in the kitchen? In 2020, the
company came up with a small kitchen garden (33.4”Hx23.6”Wx15”D) as a first prototype moving in
the direction of bringing hydroponic technology into the kitchen. Samsung followed with their Indoor
Gardening Appliance prototype presented at the Consumer Electronics Show (CES) in the same year.
The prototype looks like a refrigerator, designed to grow herbs and garden produce all year around.
As the farm moves into the kitchen, will be presented with the potential of food security which as the
population increases, will be of concern to communities across the world. Hydroponics in the kitchen
and a seasonal produce garden in the terrace or backyard will help make the dwelling have a level of
self-sufficiency and food stability. The exterior garden will also house a beehive to help propagate bee
populations, pollinate the community, preserve biodiversity, and produce honey for the dwelling.
With smart kitchen technology in its beginning stage, there is an opportunity for food manufacturers
to get into this game early on to collaborate with appliance makers making sure that their ingredients
and products continue to have a place in the kitchen of the future.

We also have to consider that today about a third of all food produced is wasted.” Preventing this
waste will be very necessary to feed the ever-increasing world population. In the kitchen, appliances
will need to implement technologies able to extend the freshness and shelf life of foods. In today’s
marketplace, companies like Sub-Zero and KitchenAid are already producing refrigerators equipped
with filters that remove the ethylene gases that are responsible for produce decaying. In the future,
refrigerators will continue to focus on conserving resources and preventing food from being
wasted. GE is developing magnetic refrigeration technology, a water-based system that uses no
refrigerants or compressors and will be 20% more energy efficient than today’s refrigerators.® Russian
designer Yuriy Dmitriev created a zero-energy freestanding fridge filled with a biopolymer gel that
food is simply submerged in.° Whirlpool, IKEA and Electrolux are working on independent small
refrigerator units with temperature controls customized to the specific food placed in them. But
eventually, organics will go bad giving way to a need for composting technologies. While there are
many technologies being produced to fulfill this need, 1 am most interested in composting with
worms. Worm composting is a passive system, using worms to recycle food scraps and other organic
material into a soil amendment called vermicompost, or worm compost. Worms eat food scraps,
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which become compost as they pass through their bodies and then are excreted.’® This compost can
then be used in the dwelling’s garden to grow produce, creating a closed loop from waste to food
production.

Also, in the kitchen the sink has evolved, and it will be more than just a place where to wash
vegetables. It will also detect and measure bacteria and chemical levels in the food, letting you know
when they have been washed away.™* The sink will also serve as a mini dishwasher, able to take care
of small amounts of dishes, living heavier loads to a larger dishwasher somewhere else in the kitchen.
A smart faucet will add versatility to the sink by becoming multifunctional. A touch of its screen will
provide chilled, boiling, or sparkling water, make its own ice and through additives in the filtering
process will be able to add vitamins or flavoring to the water.*® The grey water produced by the
dwelling will be cleaned and filtered into a pond where it will be kept waiting to be reused. This pond
will serve as a natural filter to clean water, a water reserve, a rain catchment system, and a backyard
swimming pool .*® As global warming makes some regions drier, the dwelling will also benefit from
the use of atmospheric water generators to produce water from the moisture in the air. As the line
between the kitchen and the living room continue to blur, versatility will be key in the kitchen of the
future, and all these technologies will help the user have piece-of-mind and a better quality of life.

CONCLUSION

As we look into the near future, homes will become more Kitchen centric, of all the spaces in a house,
the kitchen is and will remain the heart of the dwelling. A place buzzing with activity, comfort, and
interaction. In the coming decade, as climate change forces environmental change we will need to
follow suit and change our habits too. As more people move into the city, urban density will make our
living spaces smaller. Natural resources will become scarcer, food more expensive and waste a
problem that cities are ill prepared to handle. As we move from the macro to the micro, communities,
neighborhoods, and dwellings will need to have agency on shepherding the planet. It all starts with the
kitchen, the lowest denominator of change in a larger system. This space needs to become
interdependent with itself, the home, and the world around it. The ideas presented above are
attempting to do this by making us have a closer relationship with what we eat, the carbon footprint
our homes produce, and the waste we generate. The move to self-sufficiency must start in the kitchen
as it fragments and hybridizes with the areas around it, leaving behind ideas of spatial segregation.
We have been waiting for the kitchen of the future to be a romanticized version of a futurism that
never was and instead we are confronted with a forced adaptability due to problems we have created
and are too late and too slow to resolve. | doubt the kitchen of the future will solve our environmental
problems, but | think it will help us become versatile as we adapt to the new realities of our times.
And by turning the home into carbon positive system, it will define in this way the future of dwelling.
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EXAMINING THE BEST PRACTICES OF CURATING IN A NONTRADITIONAL,
BOTANICAL GARDEN SETTING

In 2005, the International Council of Museums (ICOM) modified the definition of a museum to
include a wide-reaching number of heritage sites, including botanical gardens. The inclusion of
previously unincluded museum settings begs the question of how botanical gardens at large
accomplish some of the same responsibilities—including curation—which is generally regulated to
in-door, gallery-like settings.® A certain shift can be tracked at this time of breaking away from
“tradition” to “nontraditional.” Tradition is defined as “adhering to past practices or established
conventions,” while nontraditional is defined as “not adhering to past practices or conventions.”?
The year, 2005, marked a progression in the definition of a museum and a progression in curatorial
practices away from the traditional practices of only using display cabinets and gallery hanging
techniques. Instead with the incorporation of gardens, new methods of hanging and displaying art in
outdoor spaces have been experimented with. The rest of this paper will focus on examples of
curating in nontraditional settings and how approach, and setting can be perceived in innovative ways
as a result.

This paper draws on case study experience gained while interning at Marie Selby Botanical Gardens
with their exhibition team from January 2022 to May 2022 to specifically examine the concept of
curating in nontraditional settings in more detail.> A new understanding of the best practices of
curating in a nontraditional setting has been achieved by working on and interacting with two
exhibitions curated for the Marie Selby campuses of Historic Spanish Point and Downtown Sarasota.
The case study exhibitions, “Rainforest Masks of Costa Rica,” and “Robert Mapplethorpe and Patti
Smith: Flowers, Poetry, and Light” each push the limits of approach and setting. Consequently,
analysis of “Rainforest Masks” will focus on approach; and the analysis of “Robert Mapplethorpe and
Patti Smith” will focus on setting. Although each exhibition does creatively play with both elements,
the exhibitions will be examined most closely in conjunction to the stated concept and in order of their
chronological implementation. By examining the contexts of these exhibitions, new understanding of
how to curate in a nontraditional setting will be achieved.
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INTRODUCING SELBY MARIE BOTANICAL GARDENS

Before discussing the specific exhibitions of Marie Selby Botanical Gardens’s locations, it is
necessary to discuss the institution in general. This will provide context for understanding the mission
of the Garden and the type of projects untaken. Marie Selby Botanical Gardens was established in
1935 by Marie Selby for the purpose of “connecting people with air plants of the world, native nature,
and [the] region’s history.” The Marie Selby Garden locations are split into 15 acres at the Downtown
Campus on the Sarasota Bay and 30 acres at Historic Spanish Point, located in Osprey, Florida.
Because the Downtown Campus is the only garden in the world dedicated to the display and study of
bromeliads, epiphytic orchids, gesneriads, ferns, and other tropical plants, there is a significant focus
on botany, horticulture, environmental education. In contrast, Historic Spanish Point is one of the
largest preserves showcasing native Florida plants, interpreted to be celebratory of Florida’s 5000-
year-old archeological records

One way that Selby upholds its mission statement of connecting visitors to the heritage of their
properties is through their exhibition and education programming. The exhibition program was started
five years ago for the purpose of creating reasons for new first-time visits and repeat visits from
tourists and local permanent or part-time residents.® Selby’s exhibition efforts are part of their
trademarked program called the “Living Museum,” (copyrighted in 2015). The Living Museum®
model “mirrors the operation of traditional art museums by featuring a changing schedule of rotating
exhibitions featuring horticultural and garden displays.”’ The Jean & Alfred Goldstein Exhibition
Series is the cornerstone of this program through its effort to examine major artists and their
relationships to nature in the context of a botanical garden.® Since implementing The Living
Museum®model, Selby Gardens has experienced a 55 percent increase in admissions and membership
has increased by 67 percent, to nearly 14,000 households.® As a result, Selby engages in a rotating
exhibition calendar containing up to four different shows a year at its Downtown Campus and one to
two shows a year at its Historic Spanish Point Campus.’® Selby is a noncollecting institution, meaning
that it does not own a personal collection of fine art. Instead, Selby borrows objects from other lenders
in the area to display in the Museum and creates interpretive elements to show in their gardens.*

ANALYZING THE EXHIBITIONS

“Rainforest Masks of Costa Rica” (January 7, 2022-Feruary 7, 2022)

Each January for the last 18 years, Marie Selby Botanical Gardens has hosted the “Rainforest Masks
of Costa Rica” exhibition. This exhibition examines the approach of curation in a botanical garden
setting. The exhibition highlights the artistry of the Indigenous Boruca tribe of Costa Rica by
displaying hundreds of hand-carved and painted balsa wood masks in the Museum of Botany and the
Arts. Each mask features flora and fauna designs inspired by the tropical rainforests of Costa Rica.'?
Last year, along with showing the masks, the curatorial team also created descriptive panels and
interpretive materials describing the process of the Borucan mask carvers and painters. In the North
and South Galleries, center room display cases housed replicated fruits and nuts that would have been
used to create the paint pigments, as well as some of the tools used for carving. Additional displays
added contextual information concerning the coloration and shapes of the masks, which allowed
visitors to better understand the artistic value that Borucan heritage holds. These additional measures
give visitors a knowledge base of the Borucan people by supplementing such information through
interpretive materials.*®

Text panels located in the gallery spaces also highlight the historic origins of the masks, which were
originally created by native peoples in defense against Spanish colonizers.** Modernly, most of the
artists are residents of the Boruca Village and make their living as mask and textile artisans.'® The
masks combine the talents of wood carving and painting—blending two distinct artistic traditions
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together. Each mask is made from a single log of balsa wood, which is carved by one artist and
painted by another. “The most popular masks are now representations of the rainforest and its
inhabitants, such as hummingbirds and panthers.”*® Figure 1 gives a closeup of some of these
designs.!’ In the “Rainforest Masks” exhibition, masks were organized based on the carver with labels
giving biographical information about the appropriate artists. Linked via QR code, a photo and
information about the artist’s inspiration was also given on Selby’s website (Figure 2).8

Esteban Morales Lazaro
Mask Artist Carver — Boruca, Costa Rica

Please scan this QR code to learn more about
the artist and his work.

=3 E]

O}y

Figure 2. Artist label featuring Esteban Morales Lazaro

In past years, some of the Borucan artists have visited Selby and given classes, workshops, and
lectures on their artistic practices in the Museum. These interactive programs transformed the
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museum setting from “a standalone container of housing art, [to a] hub of human interaction.”*® This
unique approach of working directly with indigenous artists also extended to working with fair-trade
business, Lucuma Designs, (or “Lucuma”).?® Lucuma owners handled the logistics of working with
the Borucan artists in Costa Rica to organize the shipment of Borucan art over 3,500 miles to
Sarasota, Florida.?! Lucuma staff also worked with Selby’s team to hang and design the mask display
on the walls and in the cases (Figure 3).?? By allowing community partners, like Lucuma, to co-curate
content on behalf of the Borucan people, the exhibition became community centered and a space
where marginalized voices were heard.?

Figure 3. Display Case of Mini Masks

Lucuma staff also priced and oversaw the sale of the masks—a nontraditional practice in the museum
world. As a botanical garden, Selby is technically considered a museum but treads a fine line of
visitors not always assuming that a botanical garden will act in the same ways as that of a typical
museum. This lack of expectation allows Selby to partake in nontraditional approaches when it comes
to curating exhibitions. These approaches include the sale of the displayed masks, which yielded a
commission for Selby, Lucuma Designs, and the Borucan artists. “The economic gain the art form has
brought to the village has allowed former farmland to regrow naturally, bringing more biodiversity to
the area.”® Additionally, as visitors perused the gallery space, they also learned about Borucan
traditions, and ultimately felt encouraged to purchase a mask or two to hang in their personal space.
Following the month-long exhibition, purchasers then either returned to Selby to pick up their masks
or opted to have them shipped to their home for a fee. By taking home a mask, the education of the
exhibition continues as owners share the story of their mask with visitors to their home. According to
Henry Jenkins, taking home a totem from an exhibition is an extractive way to continue connecting
visitors with an experience even after they have had it.?®

“Robert Mapplethorpe and Patti Smith: Flowers, Poetry, and Light” (February 13-June
26, 2022)

Selby’s Spring 2022 exhibition at its Downtown Sarasota Campus featured some of the foremost
works of photographer, Robert Mapplethorpe, displayed alongside the words of rock-and-roll legend,
Patti Smith.?® This exhibition captures the innovative ways that setting can be utilized in an exhibition
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staged at a botanical garden. The exhibition is described on the Selby website as an immersive,
multisensory experience. “[T]he exhibition features several of Mapplethorpe’s exquisite photographs
of flowers, Smith’s haunting lyrics and poetry about flowers and nature, and stunning new
horticultural vignettes in [the] Tropical Conservatory and Gardens that reflect their intertwined work
through living art.”?” The referenced vignettes, original photographs by Mapplethorpe, and
paraphernalia of Smith are displayed as part of the “Robert Mapplethorpe and Patti Smith: Flowers,
Poetry, and Light” exhibition, displayed throughout the 15 acres of Selby’s Gardens and inside the
Museum of Botany and the Arts (Figure 4).%

The Museum of Botany and the Arts tells the story of Mapplethorpe and Smith’s early days of living
in New York City together. Visitors enter the Museum through the Sun Porch and are greeted by a
docent. Here, visitors are introduced to the story of Mapplethorpe and Smith’s chance meeting and
immediate connection. Following the Sun Porch Gallery is the South Gallery, which holds pictures of
Mapplethorpe and Smith’s time living in the Chelsea Hotel. Displayed photographs also reveal
intimate moments of Mapplethorpe and Smith embracing each other or at an event (Figure 5).2° These
first two rooms are meant to set the stage for the strong bond that Mapplethorpe and Smith built
together as creative soulmates, and then how this creative partnership inspired each of their later on
successes.

Figure 4. Scrim of Patti Smith; Originally taken by Lynn Goldsmith, 1977
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Figure 5. Scrim of Patti Smith and Mapplethorpe; Originall taken by Lynn Goldsmith, 1977

Before entering to the garden space of the exhibition, visitors are encouraged to enter the third and
last room of the Museum of Art and Botany’s display. In this room, six of Mapplethorpe’s works are
displayed; they were loaned to Selby from the University of South Florida and the GraphicStudio,
Tampa. These photogravures were originally printed by Mapplethorpe at the GraphicStudio as part of
his portfolio of momento mori, flower still lifes.*® “Many of his finest still lifes feature cut flowers in
vases from his own glass and pottery collections. His images made floral still life a significant
contemporary genre, heightening the status of photography as an art form in the process.”** As seen in
Figure 6, of the six photogravures on display, one is of irises.*> Dr. Carol Ockman describes his works
as each being “a perfect shot” which captures the essence of his subject matter.*®
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Representing Pasts — Visioning Futures

Figure 6. Mapplethorpe’s Irises

To aid in visitor understanding of the exhibition, docent volunteers are also placed strategically in
each room to answer exhibition related questions. Docents engaging with audiences create a personal
experience based one-on-one interactions. Each volunteer is trained in Visual Thinking Strategies
(VTS), allowing the docent to ask visitors questions related to what they are seeing, comment on their
impressions of art, or express any other opinion they might have about the art in the gallery.
Museologists, John Falk and Lynn D. Dierking, attribute the learning that occurs through human
interaction as part of the sociocultural approach of learning. The sociocultural context of a museum is
rooted in its ability to implement educational material while adhering to the social and cultural norms
of the audience.® For example, as visitors have conversations with docent guides, they come to their
own conclusions.*® An appropriate sociocultural application in education aids visitors in more
effectively learning and remembering the exhibition material. Other aspects of Falk and Dierking’s
Contextual Model of museum education include the personal and the physical spaces.®” These
contexts play a large role in conveying greater amounts of information about Mapplethorpe’s subject
matters as visitors continue their exploration throughout the Garden portion of the exhibition.

This Garden aspect of the exhibition includes nine different horticultural vignettes (separate from
eight Poetry Walk stations). Each of these mini stories utilize floral landscaping to interpret an
element of photography used by Mapplethorpe in his art. For example, when visitors approach the
Welcome Center, they are met with a Trumpet Tree (Tabebuia aurea) enclosed inside of a boxlike
structure on three sides (Figure 7).3® This opening vignette introduces visitors to the concept of

AMPS | Queen's University Belfast | Cape Peninsula University of Technology | National University of Singapore
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frames. In the exhibition brochure, frames are mentioned as useful for focusing attention on a
particular subject by offering a two-dimensional perspective of a three-dimensional subject.®® As the
visitor experiments with angles of viewing, the Trumpet Tree seems to flatten or heighten as the
viewpoint of the tree changes. Ultimately this allusion to frames “reference the frames used to hang

Mapplethorpe’s photographs on the walls of a gallery.”*

Figure 7. Vignette titled, ‘Frames”

Similarly, the vignettes titled “Aperture” and “Self-Portrait” also explore concepts of photography
related to Mapplethorpe’s works. “Aperture” features a cube-like structure with a circular opening,
referencing the aperture of a camera. In the center of this display are three standalone pedestals
holding a display of flowers. As Figure 8 illustrates, light is cast on these botanical subjects, forming
shadows of geometric patterns like those created in Mapplethorpe’s own black and white
photography.**  “Self-Portrait” (Figure 9) also references Mapplethorpe’s black-and-white
photographs that made use of shades of gray in the plants’ foliage.*? This Mapplethorpe-inspired
photo opportunity enables the visitor “to enter the frame for a portrait of [their] own.”*® After taking a
photo, the visitor is then encouraged to share it on social media by using the handles, #SelbyGardens
#BlackAndWhite.
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Figure 8. Vignette titled, ‘Aperture”
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Figure 9. Vignette titled, ‘Self-Portrait”

The whole exhibition has a low barrier for entry, allowing children and adult visitors alike to engage
with the exhibition material.** This participatory culture is further fostered through multimedia
interpretations of recordings and sensory experience that enhance interpretation.*® For example, the
vignette, “Tropical Conservatory,” evokes a photographer’s studio and gallery. This immersive

AMPS | Queen's University Belfast | Cape Peninsula University of Technology | National University of Singapore
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experience displays air plants suspended in floating frames paired with the sounds of Smith’s iconic
Horses album (Figure 10).% In the same way, the vignette “23" Street Fig” evokes the urban
landscape of New York, “particularly the area along West 23" Street in Manhattan near the Chelsea
Hotel where Mapplethorpe and Smith once lived.”* On the pathway under the Lofty Fig (Ficus
altissima) also plays an audio recording of Smith reading her memoir Just Kids. These vignettes work
to answer museum curator, Ellen Lupton’s question of “[w]hat if we made an exhibition that engaged
with the senses beyond the eyeball?”*® The question is answered by utilizing multimodal means to
communicate across platforms. As a result, the Selby staff engages audiences through many different
platforms of communication.

Figure 10. Vignette titled “Floating Frames”

CONCLUSION

After reviewing the case studies of “Rainforest Masks” and “Robert Mapplethorpe and Patti Smith,”
the process of planning an exhibition in a botanical garden setting is shown to be like curating in a
gallery-based setting. However, the treatment of approach and setting prove to be more flexible and
open to innovation. For example, in the exhibition “Rainforest Masks,” the approach of selling the
displayed Borucan masks following exhibition is forward-thinking. While displaying the masks as art
with object labels and text panels speak to a museum-like approach of didactic learning, the sale of
the masks reference activity that typically occurs in a commercial art gallery. Despite this more
business informed model, mask purchases encourage Selby patrons to become invested in a
multicultural exhibition to the point of incorporating a mask into their interior decoration design.
While the purchasing aspect of the “Rainforest Masks” exhibition allows visitors to connect with the
content on a deeper level, the “Robert Mapplethorpe and Patti Smith” exhibition relies upon unique
approaches to setting—specifically setting as it relates to building a story through the principles of
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transmedia storytelling. Jenkins principles of transmedia storytelling define story as a high concept
able to sharpen understanding by showing it in context of something else.”® Amongst the elements of
storytelling is the ability to disperse information across multiple sections, thus allowing visitors to
have the free-choice to delve deeper in a subject if they so choose.®® Splitting the “Robert
Mapplethorpe and Patti Smith” exhibition across the venues of the Gardens and Museum of Botany
and the Arts allows visitors the ability to chunk materials and break them into smaller digestible
concepts.® By placing the exhibition in a botanical garden setting, visitors also feel immersed in a
world of performance dedicated to the learning of Mapplethorpe’s photography and Smith’s music.
Vignettes make use of musical components to facilitate learning aurally while also making use of the
sense of sight and potentially smell by being in a fragrant garden. Finally, visitors are also allowed an
extractive element of the exhibition by being provided ideal photo-op spots tied to Mapplethorpe’s
own tendency of taking portraits. After taking a photograph of their visit, garden guests are more
likely to remember their visit and return or encourage someone else to attend. By examining these two
exhibitions curated at Selby, endless possibilities for experimenting with approach and setting is
revealed.
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In the years following World War 1l many Americans stopped going to the movies. Movie attendance
fell from an all-time high of 90 million admissions in the years immediately after the war to less than
half of that number by1953. Much of the decline was caused by the great migration to the suburbs that
left urban theaters behind. Returning veterans took advantage of the benefits of the G. I. Bill to
purchase small tract homes with little or no money down. The move to the suburbs coincided with a
baby boom as couples set about starting families. The home became the center of focus, especially
once television sets became available. For many families, television’s “free” entertainment took the
place of movie going.

The Hollywood studios looked for ways to attract audiences back to the theaters. In 1952, the
spectacular box office success of Cinerama captured the studios’ attention even though the process
was not suited for feature film production. Cinerama employed three 35mm projectors to create a
single composite image virtually as wide as human vision. Projected on a deeply curved screen and
accompanied with a stereo soundtrack, the format offered viewers an immersive experience. The
studios sought a simpler version of Cinerama, a format compatible with existing theatrical projection
that would provide a wide image with stereo sound on a single strip of film.

One simpler format developed by Paramount Pictures was VistaVision. Because VistaVision
employed a much larger negative, its projected image was capable of sharper focus and a greater
depth of field. “Depth of field” in motion picture photography refers to the distance, from how close
to how far away, a subject in front of the camera will be in focus. VistaVision’s depth of field was
quite expansive, able to hold objects from very close to the camera to very far away from it in equally
sharp focus. To emphsize its superior visual quality, Paramount touted VistaVision as “motion picture
high fidelity.”

This essay explains how VistaVision’s superior depth of field is consistently incorporated into the
design program of The Tin Star (Paramount Pictures, 1957; director, Anthony Mann; set designers,
Hal Pereira and Joseph MacMillan Johnson; cinematographer, Loyal Griggs).

The design of the sheriff’s office, the arrangement of action that simultaneously fills the foreground,
middle ground, and background of the frame, and the movement of characters toward and away from
the camera, rather than laterally, illustrate how the filmmakers’ aesthetic decisions were made with
the potentialities of VistaVision’s depth of field at the center of their planning. Storytelling is
perfectly matched to the potentialities of the VistaVision format.

The Tin Star is a story of redemption in which Morgan Hickman (Henry Fonda), a disillusioned
former sheriff turned bounty hunter, regains his faith in law keeping by mentoring a novice sheriff,
Ben Owens (Anthony Perkins), in the skills he needs to succeed in his job.? At the beginning of movie
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Hickman rides into an unnamed town where he stops at the sheriff’s office to claim the reward for a
wanted outlaw that he has killed. The sheriff’s office is designed with unusually tall, wide windows
that look out onto the goings on in the town. Thus at the same time Hickman looks for the sheriff
inside the office, we can see outside that the town elders, led by the mayor, are making their way to
the office to express their displeasure at the presence of a bounty hunter in their town. From the
details of the office desk in the foreground of the shot to the towns-people visible through the
windows in the background, the entire scene is in sharp focus. This unusually deep depth of focus
enables the filmmakers to present simultaneous action in multiple planes of depth.

Figure 1. The View from the Sheriff's Office

Depth of field is central to the two dramatic showdowns whose measure the town’s young sheriff’s
competence in facing the town’s bully, Bart Bogardus (Neville Brand). The first showdown begins
when Bogardus chases a half-breed from the town saloon and shoots him to death in the street. The
action is staged in depth and carefully composed to be visible through the windows of the Sheriff’s
Office through which Hickman, Sheriff Owens, and his sweetheart, Millie Parker (Mary Webster)
watch the killing. The design of the Sheriff’s Office, with more windows than solid walls, perfectly
frames the action that takes place in the distance. Because of VistaVision’s great depth of field, there
is no need to cut to a closer shot to show the shooting.

Figure 2. The kiIIinrg of the Half-breed
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Walking away from his Office, Ben Owens stops to examine the body of the man Bogardus shot.
Hickman and Millie Parker, are visible in the background standing on the sidewalk outside the
Sheriff’s Office.

Figure 3. The Sheriff Approaches Bart Bogarus »

The Sheriff walks on to confront Bogardus. Millie and Hickman, even further in the background,
remain visible on the sidewalk. The Sheriff draws his gun. As Bogardus raises his hands, Hickman
leaves the sidewalk and moves to his right. Bogardus suggests that he and the Sheriff have a drink and
talk the situation over. Bogardus wipes his brow and removes his hat, lowering it to front of his
holster. Engaged in the conversation, the Sheriff lowers his gun. Hickman moves further to his right.

© 5
Figure 5. Hickman Shoots the Gun from Bogardus’ Hand

Composition in depth makes the staging of simultaneous action possible in both the foreground and
the background. The audience sees that the bully is using his hat to hide his drawing his gun on the
unsuspecting sheriff. Shielding the action with his hat, Bogardus slowly begins to draw his revolver.
However before he can level it to shoot the Sheriff, Hickman shoots Bogardus’ hat and gun out of his
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hand. Owens quickly raises his gun and takes Bogardus into custody. Hickman begins to mentor the
novice Sheriff in the job of being a lawman.

The second showdown between Sheriff Owens and Bart Bogardus later in the movie illustrates how
well the young Sheriff has learned to handle his job under Hickman’s tutelage. It occurs after Owens
has arrested and jailed the two men who killed the town’s doctor. While he means for them to have a
fair trial, Bogardus leads a mob that threatens to lynch the men. Owens and Hickman wait in the
Sheriff’s Office to see what the mob will do.

F|gure 6 chkman and the Sheriff Wait to See What the Mob W|II Do

A rock thrown through the window sends the shade up to reveal the mob out on the street outside the
jail. As in the earlier showdown, in a confrontation staged in great depth, the Sheriff leaves the Office
to face Bogardus and the mob. Holding a shotgun, Owens confronts Bogardus who says he’ll tear him
apart if he puts the gun down. Owens hands the shotgun to Hickman and walks toward Bogardus.
Hickman watches from the sidewalk. Standing close to Bogardus, Owens calls the bully’s bluff. By
staying on the sidewalk instead of moving closer to Bogardus as he did earlier, Hickman signals his
confidence in Owen’s competence. Bogardus turns his back to Owens and walks away.

Figure 8. Borgadus Threatens to Tear the Sherlff Apart if He Puts hIS Gun Down
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Figure 10. The Sheriff Kills Bogardus

The lynch mob lines his path. Hickman continues to watch from the sidewalk. Bogardus suddenly
turns, draws his guns, and fires at the Sheriff. Owens drops into a crouch and returns fire, killing
Bogardus. The Sheriff has matured enough in his job to handle the town bully by himself.

The preceding confrontations illustrate how carefully the filmmakers designed the sets and the action
in The Tin Star to incorporate the spatial potentialities of VistaVision. Thanks to the format’s
exceptional depth of field, characters are shown in the context of their surroundings. Additionally,
action extends in space from the foreground to the background in sharp clarity and exact framing, as
when the Sheriff, Millie, and Hickman, witness Bogardus’ killing of the half-breed. The shooting is
framed in one office window, while the half-breed’s fall is framed in another. Similarly, Hickman’s
move to the side in deep space during the first confrontation as the Sheriff and Bogardus converse in
the foreground shows how VistaVision’s depth of field makes it possible to depict two simultaneous
actions in different plains of depth. Conversely, the continuous view of Hickman’s fixed position on
the sidewalk in the depth of the frame during the second confrontation announces his confidence in
the Sheriff’s judgement. In realizing the potentialities of VistaVision’s depth of field, The Tin Star
offers viewers a rare opportunity to experience the fullness of depicted space beyond the screen.
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NOTES

IFor an explanation of the VistaVision process, see Lenny Lipton, “Widescreen and VistaVision,” in The Cinema
in Flux: The Evolution of Motion Picture Technology from the Magic Lantern to the Digital Era. (New York:
Springer, 2021), 561-565.

2 For a discussion of the film's themes, see Jeanine Basinger, Anthony Mann: New and Expanded Edition.
(Middletown: Wesleyan University Press, 2007): 111-118.
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INTRODUCTION

In architectural discourse, the concept of fragments has often represented the concept of reality in a
historical sense. In this case, the form of fragments or process of fragmentations belonged to
archaeological studies such as Forma Urbis. The marble fragments from ancient Rome were
considered as “fragments™ with their broken, imperfect, weathered, or deformed forms partially
discovered on historical sites. Extending the meaning, the traditional forms also have been considered
as fragments since they are discovered as an archaeological fashion.? They are also found broken,
fractured, or damaged from history yet attempted to be revitalized with the original meanings by
historians in the same view point.

In the 21% century, on the one hand, the concept of fragments seems to be used for representing virtual
realities over the factual one. In the case of Al driven applications, it is difficult to find an image
without multiple fragments seamlessly collaged in possible or virtual manners. In the case of 3d
scanning technology, a single architecture or an entire city is constructed in 3d models from the
numerous fragments of aerial of street photos. These models cannot come out of conventional
compositions or principles but out of multiple incongruent fragments which might be against reality
or external space as we knew before.

On the other hand, these virtual realities are more recognized and acknowledged by digital tools but
not by contents. They become hollow software vessels which merely represent new digital
technologies. In many cases, the concept of reality is used without reasonable narratives and contents
about what is real or reality in the first place. It is not difficult to experience this problem of reality
such as virtual reality, augmented reality, and extended reality, or mixed reality. There are many
different realities yet, most of them seem to either avoid specifying what the quality of reality is or
predetermine reality as a whole external space as Lacanian definition:

reality is external reality, our social and material space to which we are used and within which we are
able to orient ourselves and interact with others, while the real is a spectral entity, invisible and for
that very reason appearing as all-powerful .®

THE CITY SYMPHONY

The city symphony could be seen as a genre of architectural representation from the early 20th
century. It represents the concept of reality through fragmentation techniques in films. The fragments
contain disconnected, destabilized, and defamiliarized forms from the conventional stylistic
representation such as techniques of perspective and effect of picturesque from thel9th century. The
fragmentation reveals the hidden reality behind the conventional representation of the city in the past.*
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For example, in the Berlin City Symphony, a wide variety of architectural forms are arrayed in unique
sequences or compositions that define as well as question what real or reality is in fragments. The
fragments do not alienate the city entirely from the previous representation of reality. On the contrary,
they aim at emphasizing the status of fragments slightly off the conventional representational method
of the city in a critical perspective.® Some scenes from the city symphony have similar compositions
and sequences to the 19th century’s representation of the city with spectacular perspectives and
effervescent silhouette in picturesque ambience such as JMW Turner’s typical urban drawings.®
Although the subject is the same as the cities, city symphonies rely less on the familiar techniques of
perspective and picturesque effect but more on the technique of fragmentation.” This could be because
of the growing awareness of reality and the discrepancies between changing reality and conventional
representation methods of reality since the beginning of the 20th century.®

FRAGMENTS AGAINST PERSPECTIVE AND PICTURESQUE

In 1976, Italian architect Manfredo Tafuri presented the concept of fragments in his book
“Architecture and Utopia”. Tafuri briefly theorized the fragmentation technique as a critical tool
against the natural realism of the 19th century. According to Tafuri, in the history of urban
architecture, realism had been formulated largely based on natural realism in which the meaning of
the real was conceived as what is natural through the technique of perspective and effect of
picturesque. °

First of all, the idea of perspective has been a dominant technique of realism in art and architecture
majorly since the Renaissance. The perspective technique simulates a natural phenomenon of vision
by manipulating horizon, focal point, or dimensions between objects. Since a perspective drawing
implies a singular viewpoint, it often signifies a totalitarian ideology of power which is closely linked
to political or institutional problems such as archetypes, orders, or even rationalism.*® Tafuri coined
the term “antiperspective”*! to signify the growing criticism in representing reality of architectural
forms and modern cities. The anti-perspective or “anti-institutional™? criticisms refuted mannerism
where architectural forms are fixed to certain meanings and representations in formalism as well.
Since 1979, American architect Peter Eisenman’s arguments have been similar to Tafuri when it
comes to representing reality apart from naturalistic realism. In “Aspects of Modernism: Maison
Dom-ino and the Self-Referential Sign,” Eisenman criticized “superficial stylistic”*® representations
of the most modern architectures. Eisenman claimed that if the modernism architectures claim the
new forms, they have to disconnect the previous representation methods such as perspective and look
for another one.** Eisenman represented Le Corbusier’s Maison Dom-ino with axonometric drawings
to overcome the conventional representation from the original drawings on the naturalistic realism
borrowed from the Renaissance.® In “The Representations of Doubt”, Eisenman also stated that
“With the introduction of perspective, architecture was no longer merely a form of reality itself, but
also imitated reality.”®

Second, Tafuri also argued that the aesthetics of the picturesque limits architectural design in the
mannerism of natural realism. In the 18th to 19th century, the picturesque framed the idea of what the
natural is, mostly with organic and material quality as a whole.'’

It is not so surprising that the meaning of picturesque itself was also facing a “crisis”*® in Tafuri’s
nuisance. For example, “In defence of the Picturesque” 1954, Nikolaus Pevsner also insisted that the
idea of the picturesque could be not only based on Romanticism and Mannerism of the high
Renaissance and the Baroque but also based on the aesthetics of industrialism and functionalism of
the 20th century.’® Here, the criteria of the picturesque is how natural the scenes are composed in a
harmony. The meaning of the natural was attempted to retrofit from organic nature to human nature in
the 20th century.?

218
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Representing Pasts — Visioning Futures

Tafuri presented Piranesi’s Campo Marzio (Figure 1) as a critical form of anti-perspective and anti-
picturesque. The technique of “fragmentation”®* of Campo Marzio aims at departing not only from
totalitarianism and universalism but also from technique of perspective in representing reality. Campo
Marzio shows a critical interpretation of “classical derivation[s]” and returns “deformed symbols” %,
It eventually emphasizes a act of removal from architectural signification and conventional criticisms
of architecture built on top of natural realism.?

In “Rules, Realism, and History” 1976, English architect Alan Colquhoun problematized the concept
of reality in a similar way to Tafuri’s criticism. Colquhoun observed that there are two antithetical
realisms from two opposite formalisms in the late 19th century. On the one hand, the principle of
imitating nature has built a type of formalism as a ““classical” repertoire”.?* On the other hand, the
modern movement guided architects to “discover essences”? as elementary forms constructed another
formalism by substituting all the stylistic representations from history to a total invention.
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Figure 1. Il Campo Marzio dell'Antica Roma, Giovanni Battista Piranesi (ltalian, 1720-1778), etched
by Francesco Piranesi (Italian, about 1756 - 1810), etching on off-white laid paper
(Image Credit: Cooper Hewitt Smithsonian Design Museum).

Representation of modern cities

Tafuri observed that a part of the modern movement tried to revive historical forms in urban disorder.
This was seen as a regression to the past in “nostalgic ideologies” % which merely aggregated what
was factually real. It was not more than a stylistic relocation of archaeological forms which did not fit
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the modern cities.?” As a reaction, the concept of fragments like in Piranesi’s drawings criticizes
nostalgic realism with fictionalization, defamiliarization, and disaggregation rather than literal
resurrection of historical forms.?® Fragments result in challenging conventional realism based on
European significance, bourgeois science, and historical meanings yet keeping some portions as
architectural reminders. % Ironically, this is why fragmentation of historical forms saves architectural
quality out of the conventional preservation and representation of urban reality in “crisis.”*
Furthermore, fragments foresaw modern cities will soon give up the natural realism and its

conventional representations such as perspective and picturesque.®

Fragments of the incomplete duality

In “Form and figure” 1978, Colquhoun suggested the fragmentation technique as a remedy for the
biased formalisms toward either stylistic revival or modern invention. Fragmentation was introduced
as a figurative syntax which is literally zeroing-out architectural value and turning itself into a new
vessel for the new use.®® That is why the form of Fragments often has figurative forms from history
yet charged with possible or virtual narratives.®® In “Palladio Virtuel” 2015, Eisenman defined the
character of fragments in a similar fashion as duality. Fragments keep dual forms and meanings since
they are found in a transitional position or moment from two different entities.

fragments appear to be incongruent parts belonging to two entirely different wholes at different
scales.®

Figure 2. Berlin die Symphonie der GroR3stadt, Walter Ruttmann, 1927, movie clip at 05:31
(Youtube, Old Films Revival Project, https://www.youtube.com/watch?v=DHsbBgJAMQY&t=1s).

Fragments in the city symphony

In the Berlin City symphony, there seem to be many of those fragments out of the city such as
squares, people, shops, schools etc... They are shown as incongruent and zeroed-out fragments
belonging to multiple wholes. For example, at 05:30, one of the futuristic architectures is zoomed in
partially. This is a remodelled building by Erich Mendelsohn from 1921-1923 on top of a couple of
existing buildings. (Figure 2) This type of building is famous and familiar with the dramatic
perspective and picturesque effect: the fluid forms in a dramatic vanishing focal point in perspective
on the horizon and harmonious aggregation of elements which are endlessly repeating. This linear and
swooping building was cut up by the director Walter Ruttman who briefly studied architecture in
Zurich 1906, %
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Actually, this building consists of 4 parts: left wing, right wing, top, and border between them. (Figure
3) Each part is different in forms, materials, and colours accordingly. However, Ruttman presented
not the whole perspective in a conventional way but a fragment which is incongruent, incomplete,
defamiliarized out of the whole. This fragment now is fully opened for many interpretations in form
and ready to be merged with other fragments in the city. Moreover, different from other scenes, this
short scene seemed to be reduced with contrast as if Ruttman even tried to remove materiality.

Figure 3. Mossehaus renovation project, Eric Mendelsohn, 1928
(Image Credit: Eva Goula).

Later on, this fragment merges with other fragments in the city from random facades which look like
parts of the building but it is not, to the factory lines look like the program of the building but it is not,
to the streets, to the shops, to the other fragments of Berlin beyond the conventional representation of
the city in the conventional realism. This principle applies not only to building objects but also to all
the contents in the film.

Design application

The technique of fragmentation has been run by author in an experimental studio in the University of
Wuppertal. This studio is a part of 6-year-long collaborative research supervised by Prof. Holger
Hoffmann in the research laboratory DME (Darstellungsmethodik und Entwerfen / Design and
Representation Methodology). To begin with, the fragmentation requires digital reconstructions of
reference buildings in details. Each year, DME choose different cities. Students need to choose an
ordinary building to analyse in both conventional and conceptual ways through the fragmentation
process.

Finnstadt Wulfen and Grimme Institute Marl were reconstructed in 3d by a group of students®® in
2021 from the experimental studio. This could be a purely didactic model to teach how to
communicate in architectural design with the concept of fragments as a formal language. (Figure 5)
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Figure 4. 3D Reconstruction of Finnstadt Wulfen (left) and Grimme Institute Marl (right), 2021
(Image Credit: DME, The University of Wuppertal).

Eventually, the buildings are fragmented and merged again based on the conceptual framework which
students define throughout their research. It is necessary to frame the reference buildings with a
concept. This “concept” is critical in extracting fragments as a formal language beyond the
conventional and elementary analysis on buildings such as floors, columns, walls, windows...in a
simplistic manner. There is nothing taken for granted in them. None of preconception is allowed in
signifying forms. They remain as zero-ed out or “nullified” ¥’ forms. (Figure 6)

S

Figure 5. Fragments’ matrix from Finnstadt Wulfen (left: Mass) and Grimme Institute Marl (right: Void)
by conceptual framework (Mass and Void), 2021
(Image Credit: DME, The University of Wuppertal).

Detail samples

In the first case, a fragment of stepped balcony as mass and a fragment of open entrance as void
merge in a virtual situation. Both are departed from their contextual background such as program,
historical meaning, or significance. Although the real challenge of the work appears when the
fragments reveal their previous contexts resisting to be wiped out, they become empty vessels at the
end in a critical stance. The previous contexts are still lingering to the forms. In one way, a form loses
its previous quality as mentioned. In another way, a new form comes out. Nevertheless, not meant to
be, the two different languages are merged into one possible or virtual formal language. (Figure 7)
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Figure 6. Fragments from Finnstadt Wulfen (left: Mass, Stepped Balcony) and Grimme Institute Marl
(middle: Void, Opened Entrance), and merged Fragment (right) by conceptual framework (Mass and
Void), 2021 (Image Credit: DME, The University of Wuppertal).

In the second case is to merge between stacked rooms as mass and layered frames as void. Massive
concrete blocks are in a contradiction to a thin and transparent set of layers. They become a stacked
and layered fragment in a possible or virtual situation. (Figure 8)

S

Figure 7. Fragments from Finnstadt Wulfen (left: Mass, Stacked Rooms) and Grimme Institute Marl
(middle: Void, Layered Frames), and merged Fragment (right) by conceptual framework (Mass and
Void), 2021 (Image Credit: DME, The University of Wuppertal).

In the third case, a vertical movement in a massive concrete tower is contradicting to a horizontal
movement. Both fragments are for movement or circulation but, its composition, material, or function

are different. Partially overlapped and swapped, an incompletely opened or closed fragment is
created. (Figure 9)

Figure 8. Fragments from Finnstadt Wulfen (left: Mass, Vertical Movement) and Grimme Institute Marl
(middle: Void, Horizontal Movement), and merged Fragment (right) by conceptual framework (Mass
and Void), 2021 (Image Credit: DME, The University of Wuppertal).

In the same method, 9 couples of fragments are created and scattered on the ground. (Figure 10)

Page 43



Figure 9. 9 Merged-fragments’ matrix from Finnstadt Wulfen and Grimme Institute Marl, 2021
(Image Credit: DME, The University of Wuppertal).

Figure 10. The city of Mass & Void, virtual diorama, 2021
(Image Credit: DME, The University of Wuppertal).

This is a virtual diorama, the city of mass and void. (Figure 11) It is an aggregation of a lot of
disaggregated fragments which are withdrawn from conventional representation of a city-scape. No
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perspective, no picturesque, but only specific, situational, and conceptual. Defamiliarized,
destabilized, and detached from how we learned to execute architectural forms. Highly saturated and
contrasted in visual effect as well as content in representing a city. It is a small world of reduced or
edited forms bridging the external reality and artistic reality isolated out of the whole.

CONCLUSION

It is not clear that the anti-modernism of architecture was influenced by the city symphony. However,
it seems more than certain that the city symphony was ahead of architecture when it comes to the
fragmentation technique for representing reality. The form of reality from the city symphony could be
located between total abstract experimental drama and physically grounded documentary.3® Likewise,
the one from postmodern architectural discourse also could be located between genius invention and
fixed tradition. The concept of fragments as a critical design tool, could benefit the fields of
contemporary art and architecture by crossing over a wide range of realities in a virtual crisis without
a comprehensive grasp.
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INTRODUCTION

Chinese architecture expands not only across a vast territory, but also in time throughout the centuries.
This causes it to have some variations, while at the same time, maintaining identifiable common
features.

The use of wood is remarkable: structures follow a system that is repeated with variations, such as a
modular system that regulates everything from the configuration of the spaces to the finer details. In
general, the buildings sit on a platform, on which the wooden structure is developed. Also noteworthy
are the tile roofs, generally glazed and with finishes and decorative elements. On a larger scale,
representative places such as temples are generally made up of a set of separate pavilions arranged
along an axis. A sequence of closed spaces with open areas or courtyards is thus formed.

Yonghe Temple (Beijing) is one of the largest and most important Tibetan Buddhist temples in North
China. It is located in the Dongcheng district of northeast Beijing. Dongcheng District has many old
buildings, such as the Hutong,* which are among the best preserved. Construction of Yonghe Temple
began in 1694 during the Qing Dynasty. It was the palace of Yin Zhen, who was later the Yongzheng
Emperor. In 1744, Qianlong Emperor changed its use to a Tibetan Buddhist temple.?

It is the most important temple and monastery of the Gelug order of Tibetan Buddhism in China. The
styles of the temple combine Tibetan elements (with Mongolian influence) and Chinese elements
(Han), which gives it a special architectural and iconographic value. Therefore, it is very relevant to
investigate within the context of ancient Chinese Buddhist architecture.

Interpretation and significance of architectural heritage

Studies and research on historical architecture respond to different objectives and points of view
within the broad field of Art History. Research can focus on historical, stylistic, or construction,
among others. In many cases, the study is justified by the need for interventions required to ensure
their conservation.® In accordance with international charters, strategies for the protection and
conservation of architectural heritage must consider not only technical aspects but also others such as
the social impact.

Scientific and scholarly methods of analysis and interpretation can be applied to extract the values and
recognition of significance.* This allows the public to appreciate and understand heritage within the
cultural assets on offer in advanced societies.
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Furthermore, the most relevant buildings in different places thus become part of the tourist offer. This
makes it necessary to analyze them from the visitor's point of view, in order to favor the recognition
of significant characteristics so as to promote public involvement. Tourism programs should include
high quality information to improve visitors understanding of the place, and the existence of selected
information also contributes to a more satisfactory visitor experience.®

The process of assessing heritage sites must include both the acquisition of knowledge and
dissemination strategies to improve society’s perception of them.® The cultural context and
architectural theory must be properly explained to the public. Hence, the proposed case study is a
representative one, since, in addition to its architectural interest, the building also receives a large
number of visitors.

The purpose of the study is to carry out a complete analysis of the characteristics, including the
architectural form, construction techniques, materials and finishes, as detailed in the analysis section.
The process of recording a monument can be considered the best way to give meaning, understanding,
definition and recognition of the values.’

In the subsequent phase, this will allow the generation of dissemination materials about this
architectural heritage that can help the public understood and recognize it. Prior knowledge of the
monument is necessary since there are different strategies and methods to be applied taking into
account the specific characteristics of the case and visitors’ demands.®

Yonghe Temple
The temple is composed of a group of five great buildings: Yonghe Gate Hall, Yonghe Gong Hall,
Yongyou Hall, Falun Hall and Wanfu Pavilion.
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Figure 1. Plan and function organization of Yonghe Temple

Buddhist temples essentially adopt the court design of secular traditional Chinese architecture. They
usually start from the main gate, which was called "the mountain gate™ and they are arranged along a
north-south axis of symmetry. The main buildings are located some distance from each other, and are
surrounded by corridors and side buildings. The size and scale of these temples depend on their
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importance. The most important building is frequently after the third or fourth one, and it called "the
main shrine hall".® In Yonghe Temple, the main building is the fourth one: Falun Hall.

Falun Hall

The Falun Hall is where the monks of the monastery carry out important Buddhist activities, and the
largest of the Yonghe Temple palaces with a surface area of 616 m2 and a maximum height of 10.2
m. At the center of the room is the statue of the founder of the Gelug sect, Tsongkhapa, which belongs
to Tibetan Buddhism. This is the place where the Lama is venerated. The roof of the temple is of the
"Gable and hip roofs" type,'° finished with yellow glazed tiles. It has five skylights each topped with a
small tower, which give it a unique character in relation to the other buildings. Falun Hall has seven
jian** (bay) wide and has five gates (one main gate and four side gates). The main gate is the principal
entrance to the building and is located centrally.

Figure 2. Elevation of the Falun Hall

This Hall had a dual function: it was the house of the teachers, and also the place where the religion
and values of Tibetan Buddhism were taught. In the Falun Hall there are many elements that express
Tibetan religious and symbolic themes: for example, as mentioned above, there are five skylights, the
biggest of which is located in the center of the roof and there are two small ones on each of the roof
slopes. Each skylight is topped with a gilded tower that reflects the architectural style of Tibetan
Buddhist monasteries.

The building also has other characteristics related to the traditional style of the Han-style palaces,
such as, the Tou-Kung, the pavements, glazed tiles and its wooden structure. Therefore, the
architectural style of this building not only certain elements of Tibetan temples, but also the features
of Han palaces. This architectural style is very rare in China and reflects the importance of national
integration at that moment.

The ground plan

In Chinese architecture, the orientations are very characteristic and significant in buildings. From the
maps of Beijing and the plans of the Yonghe Temple it can be observed that the layout of the city and
the traditional buildings have an alignment that coincides exactly with the north-south axis and the
city gate or the gate of the buildings usually opens to the south.
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Another characteristic is its symmetry. The palace has two axes of symmetry: north-south and east-
west. The ground plan of the Falun Hall is cross-shaped, which increases not only the stability of the
building but also its internal surface area, and distinguishes it from other temples. The cruciform
ground plan in traditional Chinese culture also represents the four cardinal points. These directions are
represented by symbolic animals: the turquoise dragon (east), the vermilion bird (south), the white
tiger (west) and the black tortoise that continues fighting with the snake (north). This way of thinking
is associated with the theory of feng shui.'?

The Falun Hall is seven jian (bays) wide. A jian is a standard unit that expresses the basic area of
ancient Chinese buildings. The organization and planning of the architectural space are developed
base on the jian, and independent buildings can be formed by enlarging or replicating jian®. A
rectangular space (or room) can be enclosed by walls, or separated from adjacent spaces (or rooms) by
pillars, and a building can be formed by extending a vertical or horizontal axis.**

In his thesis, Chiou (1996) wrote that each space (jian [H]) in the main building has a unique name: the
central space is ming jian (F[d], meaning light), the two rooms next to ming jian are ci jian (X[,
meaning secondary), the rooms next to ci jian are shao jian (1], meaning tip or end), and the rooms
next to shao jian are jin jian (JX[f], meaning finished). The widths of each jian are not necessarily the
same. In general, ming is at least as wide as ci, which in turn is at least as wide as shao, which is at
least as wide as jin. The ming jian is thus the spatial unit by which the width of a building was
determined.™ In Figure 3, we can see in these different areas on the Falun Hall ground plan.
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Figure 3. Ground plan of Falun Hall and diagram of bao sha
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During the process of transforming the building from a palace to a temple in 1744, the craftsmen
added two new areas, one at the front and the other at the back.'® They are called “bao sha” and their
main function is to increase the inside area of the main building and its stability. In figure 4 we can
see the original building that was built in 1694 (bright color) and the*bao sha” added later (dark
color).
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Figure 4. 3D Model of Falun Hall

MAJOR WOODWORK

In ancient Chinese architecture, pillars located under the eaves are called eaves columns (orange
points is eaves columns of original building), and the ones that support the ceiling beams inside are
called golden columns (red points is golden columns of original building). There are two rows of gold
columns on the front and back of the interior of Falun Hall.

The wooden columns rest on the stone bases which have a transition from their circular upper face, to
their square base, nested with the rest of the roadway. This base is called a plinth and its function is to
distribute the weight of the column on the base in over a larger area in order to prevent damp from
rising from the base to the top of the wood; it also serves a decorative function.

The size of the column base was normalized in Yingzao Fashi'’ during the Song dynasty. For
example, the length of the side of the base of the column is twice the diameter of the column and the
thickness cannot exceed half the length of the side.

In China, the system for connecting wooden building parts is highly characteristic. The traditional
Chinese timber structure is a flexible construction system that allows wood to easily deform under the
action of an external force, thanks to its flexibility. This system for joining timber is called a “mortise
and tenon” joint.

In traditional Chinese construction, wooden structural systems range from simple curved roofs with
three beams to the most complex forms, consisting of nine beams with double front and back porch.
The complexity of the timber frame depends on the rank of the building.

114em

Figure 5. Gold columns of Falun Hall
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Tou-Kung and Tou-kou

Tou-Kung is a representative building element of typical ancient Chinese architecture. It is a transition
from column to roof. Its purpose was to provide the horizontal beams with better support to distribute
the weight they bore towards the pillars. It also helps the eaves to extend further, thereby avoiding
rain and humidity, and increasing resistance to shocks, such as earthquakes. It also plays a very
important decorative role in the design of the buildings, as part of a particular building paradigm of
the ancient Chinese buildings. The bigger the Tou-Kung is, the higher the level of the building and the
richer the decoration will be.

To facilitate their rapid construction, and establish a construction modulation system for buildings,
modular construction systems were developed in ancient China, thus giving rise to the "Cai-Fen"
system (standard wooden module for all constructions), and later, the “Tou-kou” system.'®* The
proportions both the Cai-Fen and Tou-kou systems are based on the height of the cross-section of the
building beams.*

The proportions of the Cai-Fen system are developed in the Chinese architectural treatise Yingzao
Fashi published in 1103 (Song Dynasty). The Tou-kou was recorded in the Gongcheng Zuofa Zeli
treatise, which was published in 1734 (Qing Dynasty). Therefore, consistent with the period of its
construction, Falun Hall is modulated with the Tou-kou system.

Gongcheng Zuofa Zeli, edited in the Qing Dynasty, divides the Tou-kou into 11 sizes. The size of the
Tou-kou serves to measure and modulate the size of the building (see Figure 6). A proportional
relationship exists between the diameter of the column and the Tou-kou, which determines the size of
the building.

The bigger the Tou-Kung, the higher the building's level and the richer the decoration. Through this
modular system, the logic of ancient Chinese architecture can be analyzed mathematically.
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Figure 6. Image of Tou-Kung and standards of Tou-kou
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Figure 7. The relationship between Tou-kou and column diameter and column height.
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According to on-site measurements, applied to our case, the diameter of the golden column of Falun
Hall is 0.50 m, and the eaves column it is 0.40 m and its height is 5.8 m and the distance between two
columns is 8.85 m (see Figure 8).

Furthermore, known by measurement, the diameter of eave column is 40 cm, 40 cm + 6 Tou-kou =
6.7cm =2,08 zun =2 zun. According to Figure.6, the Tou-kou of the Falun Hall is 2 zun.
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Figure 8. Sections of Falun Hall.

Curved roof

In ancient China, the roofs of buildings were divided into three basic types: simple sloping, multi
sloping and curved. Single-slope roofs were the most economical type, and hence also the most
common, this type of roof was called a Flush gable roof. Its main characteristic is that it has two faces
and the walls on both sides of the house are flush with the roof or higher than it. This type was used
very frequently to build houses during the Ming and Qing dynasties.?

The multi sloped roof was called a Gable and hip roofs and was made up of the main ridge and eight
secondary ridges. This kind of roof combines straight and diagonal lines to provide a clear and
visually distinctive structure. Their level was higher than the Flush gable roof, but lower than the Hip
roof, and they were normally reserved for temples and palaces. It consists of a main trestle with four
secondary trestles and four thirdly trestles (see Figure 9). It is characterized by its four sides and its
smooth shape. This is the typology used in Falun Hall (main building), and bao sha is same too.

The curved shape is the highest level and is called a Gable hip roof. Only royal palaces and temples
and the Confucius Palace could use it during the Ming and Qing dynasties.
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Figure 9. Roof and roof plan of Falun Hall (Gable and hip roofs).
Main trestles (black), four secondary trestles (red) and four thirdly trestles (blue).

In Figure 10, an English glossary of the various components of the roof has been developed, adapted
to our case study based on Liang, 1984.%

TSUN-SHOU

CHI-WEI
CHUI-SHOU

FIYING-RAFTER

EAVE-RAFTER /

‘4‘,1_ ROOF

e TILEEND

TOU-KUNG

BEAM
ARCHITRAVE

COLOR PAINTING

GUIBEILVLIU LI
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Figure 10.Glossary of Falun Hall.

CONCLUSION

The analysis performed makes it possible to highlight the most significant characteristics of this
relevant architectural case:

The set of buildings and outdoor spaces that make up the Yonghe Temple are remarkable at an urban
level.

The buildings follow the traditional principle of running along a north-south axis.

All buildings are enclosed by walls, thus creating restrictive gateways and courtyards.

The architecture Falun Hall is of great value in the north of China for the quality of the spaces, the
building techniques, and the materials and finishes used.

The building, in general, follows the rules of the Gongcheng Zuofa Zeli treatise in terms of the height
and distance of the columns, but not in terms of their diameter; it establishes the construction module
of the Tou-kou as 2 zun.
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It highlights more specifically the interest of the wood construction and its elements, together with the
decorative details and paintings.

From the point of view of the architectural style, it is an exceptional case that combines the
characteristics of Han palaces with those of Tibetan temples. It is a reflection of the importance of
national integration at that time. The study facilitates the interpretation of the original palace and the
subsequent modifications to a Tibetan Buddhist temple, through the introduction of the bao sha and
the skylights.

In conclusion, this architectural complex reflects the history and modes of construction of 17th and
18th centuries China. Its traditional form of construction has awakened great deal of interest in
Western cultures, due to its originality, and the balance and harmony in its spaces and decorations.
Another remarkable feature is the method of construction by means of a modular system of wooden
elements.

Indirectly, the observation of the temple also serves to learn about the Tibetan Buddhist religion and
culture, especially because of its great symbolic value.

Through the analysis that has been carried out, the study has generated, an orderly body of
documentation that allows its architectural characteristics to be valued. The use of a case study an
approach that makes it possible to further our knowledge and understanding of Chinese architecture.
As has been said, this temple is a tourist attraction. In the next phase, the work carried out will allow
the generation of specific materials to enrich the visits, and thus to improve the cultural offer. The
study opens up a range of possibilities to make this asset known, as a means of enhancing public
appreciation and understanding of architectural heritage.
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