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Abstract  
 
This body of work seeks to clearly identify MIWA (movement intervention within architecture) as a 
category of visual artwork. Movement interventions occur when the human body disrupts the automatic 
understanding of built space through aesthetic experience offered by a live performance, video, or still 
photograph. Movement intervention experienced within the frame of architecture has the capacity to 
reimagine the viewer’s understanding and therefore the engagement with the built environment. This 
reimagining is examined through the cyclical tension between ‘presence effects’ and ‘meaning effects’ as 
defined by Hans Ulrich Gumbrecht and a similar oscillation between material and meaning as presented 
by Christoph Menke as a re-articulation of Theodor Adorno. 
 
In this practice-based thesis, movement intervention artworks are implemented through a series of case 
studies carried out at significant modernist architectural sites from the early Weimar Bauhaus in 
Germany to sites on the cusp of late 1960s post-modernity in the United States. These are chosen for their 
iconic status in the canon of Westernised ideology – architecture for postcards, so to speak. Each site is 
commonly associated with a fixed image of itself – an automatic understanding – that the artist seeks to 
disturb and re-frame through movement intervention with both able- and disabled human bodies. 
 
This methodology is organised into two contexts: firstly the context of creation and secondly the context 
of reception. Creation here refers to preliminary text-based investigation of the architectural site, followed 
by phenomenological experiencing of site and culminating in the intervention process. Reception refers to 
exhibiting the outcomes of creation in the context of the architecture of the exhibition space. The case 
studies reveal how each aspect of this two-part methodology is essential to altering the visual 
understanding and impact of these sites via practical application. The ideas of contemporary philosophers 
such as Gumbrecht, Crowther, Menke, Adorno, and Husserl offer a critical framework within which to 
consider the offering to the viewer of a human body in the visible frame of iconic architecture as an 
alternative aesthetic experience.  
 
Interrogating the body’s relationship to these modernist spaces through movement intervention provides a 
unique opportunity to contribute to the current practices of building, architectural design, choreography, 
and performance, particularly in relation to public space. The architect is challenged to consider the 
performing body, the dancer or choreographer to integrate spaces outside of the studio and stage, and the 
academic to expand beyond faculty boundaries and established methods of art-making.   
 
Key terms: movement intervention within architecture (MIWA), aesthetic experience, practice as research 
in the arts (PaR), kinaesthetic empathy, modernist architecture, movement intervention, presence and 
meaning effects, phenomenology 
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Man dwells when he is able to concretize the world in buildings and things…Works of art 
concretize what remains “between” the pure objects of science. Our everyday life-world consists 
of such “intermediary” objects, and we understand that the fundamental function of art is to 
gather the contradictions and complexities of the life-world. Being an imago mundi, the work of 
art helps man to dwell. 

-Christian Norberg-Schulz (Christian Norberg-Schulz, 1980, 23)  
 

 
 This interrogation begins with Norberg-Schulz’s notion that all artworks help people to dwell. 

This is especially true for artworks incorporating the concretized building and ‘concretized’ human body 

in the act of dwelling. From here, the term ‘movement intervention within architecture’ (MIWA) will 

refer to artistic representations of dwelling – the body moving in a deliberate and performative way 

relating to built space. The term MIWA can be further understood as disrupting the automatic 

understanding of built space by intervention of the performing body. This thesis comprises various forms 

of critical, reflective, and narrative writing styles, augmented with a series of case studies demonstrating 

an artistic methodology and exhibition of movement intervention artworks including live performance, 

video installations, and still photographs. These artworks are at times viewed here as reproductions.  

 Norberg-Schulz outlines the linguistic connection between ‘to dwell’ and ‘to be’, saying “the 

place is the concrete manifestation of man’s dwelling, and his identity depends on his belonging to 

places” (Norberg-Shultz, 1980, 23). Key research questions then arise: Can movement intervention offer a 

relevant perspective to the link between place and identity? Can movement intervention contribute to 

aesthetic dialogues of the specific places it addresses? Can movement intervention evolve current 

practices of architectural design, art making, and choreography? The aim is to frame these research 

questions by discussing cross discipline perspectives on site specific movement relating to MIWA; the 

burgeoning field of artistic practice as research (PaR); the role of audience reception of movement 

intervention presented as artworks; key readings of specific contemporary philosophy; and identification 

of an approach to further understand the moving body within modernist architecture. 

To begin, 20th century notions of non-traditional performance with regard to space and site are 

traced to help contextualise MIWA, the category of site-specific, performed artwork central to this text. 
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Oskar Schlemmer presented original ideas regarding the body relating to space in his performances and 

his writings as a member of the Bauhaus in the 1920s. According to Schlemmer, using the stage in the 

quest for meaning must consider that, “Man, the human organism, stands in the cubical, abstract space of 

the stage. Man and Space. Each has different laws and order…Either abstract space is adapted in 

deference to natural man and transformed back in to nature or the imitation of nature or natural man, in 

deference to abstract space, is recast to fit its mold” (Schlemmer et al., 1961, 22).1 Schlemmer’s proposed 

ideas suggest a reciprocal relationship between man and space that is easily transferred to work off of the 

stage. In the 1960s Allan Kaprow claimed the following regarding the role of site for his ‘Happenings’, 

“The performance of a Happening should take place over several widely spaced, sometimes moving and 

changing, locales. A single performance space tends toward the static and, more significantly, tends 

toward the conventional theatre practice. It is also like a painting, for safety’s sake, only in the center of 

the canvas” (Huxley and Witts, 2002, 261). Here Kaprow rejects the stage space, referring to the various 

possibilities of site once the safety and predictability of the theatre stage is forsaken. Other forms of 

rejection by performance artists evolved throughout the 1960s. Sculptural materials were rejected in 

favour of the body as material by Dennis Oppenheim and Vito Acconci. The static spatial relationship of 

audience to performers was rejected by Meredith Monk, in her 1969 performance series Juice, instead 

offering the audience a dynamic spatial experience, site as event (Kaye, 2000). Yvonne Rainer’s ‘No 

Manifesto’ (1965) rejected many expectations of modern dance and performance by saying no to aspects 

such as ‘spectacle’, ‘style’, and ‘being moved’. Rainer worked closely with her colleagues at the Judson 

Dance Theater where, even with its austere intellectual underpinnings, the choreography was accessible in 

human terms (Adshead, 1986, 146). The ‘effervescent body’ is a term Sally Banes uses to describe how 

                                                
1 Schlemmer goes on to describe the laws of cubical space and laws of organic man, “The laws of cubical space are 
the invisible linear network of planimetric and stereometric relationships. This mathematic corresponds to the 
inherent mathematic of the human body and creates its balance by means of movements, which by their very nature 
are determined mechanically and rationally…The laws of organic man, on the other hand, reside in the invisible 
functions of his inner self: heartbeat, circulation, respiration, the activities of the brain and nervous system. If these 
are to be the determining factors, then their center is the human being, whose movements and emanations create an 
imaginary space. Cubical-abstract space is then only the horizontal and vertical framework for this flow. These 
movements are determined organically and emotionally” (Schlemmer et al., Moholy-Nagy, Molnar, 1961, 22-23). 
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New York City performance circles leveraged and represented the body in the 1960s, of which Judson 

Dance Theater was one of the most prominent. The members of Judson were intent on demonstrating 

through their work how “an effervescent body that exuded what they saw as the amazing grace of fleshy 

reality” was, in fact, instrumental to consciousness (Banes, 1993, 191 and 241). One of Rainer’s 

colleagues was Trisha Brown, whose work represents a simplicity that emerged in the 1960s and marks 

the revolution in performance that occurred at that time (Huxley and Witts, 2002, 4). By behaving more 

like a human being while performing experimental dances in intimate spaces, Brown drew attention to the 

materiality of her dancing body, thus giving audience members a greater awareness of their embodied 

relation to the dance (Burt, 2005, 15). Brown’s Equipment Piece, Man Walking Down the Side of a 

Building, is discussed in Chapter 1 as an example of MIWA. Chapter 1 regards six other contemporary 

artists who use MIWA in the projects described. Brown’s work is here contextualized by works from the 

21st century that address issues more global in nature, linked to race, nationality, class, disability, 

sexuality, and gender. This review of contemporary practice further defines MIWA and demonstrates the 

diversity therein, while also familiarising the reader with the artworks that then illustrate the theoretical 

discussion in Chapter 2. 

Chapter 2 addresses how MIWA extends existing critical perspectives on dance and architecture. 

Divided into three sections, 2.2 focuses on pre-reflective experiencing or phenomenological experiencing 

of MIWA, 2.3 on the process of meaning attribution, and 2.4 on the perception and affordance of 

architecture facilitated by the artworks. MIWA identifies new intersections between critical perspectives 

belonging to contemporary philosophers of dance, architecture and the visual arts for extending a body-

based theory into that of the built environment, architectural theory into that of visual art, etc. An apt 

example would be the video work Salk Institute, an artistic output of a case study in Chapter 3. Numerous 

viewers at a University of Colorado screening of this work confided that they had never really considered 

the building’s materials or human scale of the Salk Institute prior to the video. Seeing performer Regan 

Linton slide by and through the water feature on the plaza led to considerations of the stone surface’s 

texture and temperature and its dimensions relative to her body. These are not typically the aspects of 
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Kahn’s building that receive attention. The following quote from the 2014 Royal Academy of Art 

exhibition, Sensing Spaces, exemplifies more typical language, “You are not looking at a building as an 

object; instead you become aware of the space, of the trapped air between ground surface, blue sky…the 

void, the nothing, vibrates as a thing in itself” (Ursprung and Goodwin, 2004, 83). Such descriptions are 

contained within the cognitive, the theoretical. By representing the Salk with a body moving through it, 

the body-based theory of kinaesthetic empathy, empathy specific to a somatological understanding of 

another, connects the viewer to the building through the embodied experience of built space.  

MIWA has the capacity to distance the viewer from a conventional understanding of physical 

engagement with architecture by introducing an oscillation/tension between what Hans Ulrich Gumbrecht 

has defined as certain types of receptive effects, specifically ‘presence effects’ and ‘meaning effects’. 

Menke proposes a similar oscillation between material and meaning through a re-articulation of Adorno. 

Chapter 2 will extend Gumbrecht’s receptive effects into the realm of the performing body and built space 

and Menke’s notion of aesthetic negativity beyond discussions regarding literature. The corporeal 

similarities between viewer and performer are, according to Husserl, seen to make possible an experience 

of ‘co-intending’ and ‘co-presenting’ (Husserl, 1973a, 27). The additional layer of the co-intending or co-

presenting of both the viewer’s own built environment and that of the performer is considered in this 

context. Additionally, our perception of the ‘Other’ and what affordances the built environment offers can 

expand our perception of what it affords us.2 Through this distancing from previous understanding, the 

viewer may be reinvigorated to tackle the modernist landscape, equipped with notions of what else is 

possible – contact improvisation through the Miesian window frame, the paraplegic conquest of iconic 

space. The viewer may alternatively address their own office and home as a new territory, or better 

understand their physical agency as they walk to work or navigate the train station, the library, the shops.  

Also, Maxine Sheets-Johnstone’s proposed qualitative structures of movement – tensional, linear, 

amplitudinal, and projectional (2011, 514) – will extend the discussion to the way in which these qualities 
                                                
2 JJ Gibson defines affordances as what our environment offers, provides or furnishes for each individual/animal, in 
terms of the possibilities of action and movement in relation to this environment (Gibson, 1979, 127). 
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help define the relationship between the moving body and the built environment. Other recent theoretical 

interventions into phenomenological aesthetics, namely those of Paul Crowther’s systematic approach to 

the analysis of specific types of artwork (painting, conceptual art, and architecture, to name a few) 

(Crowther, 2009, 6-7), will extend into the new terrain of ‘immediate’ relationship between the viewer 

and performer of the movement intervention established prior to any reflective response or semiotic 

clarification. 

Lastly, Yuriko Saito argues that, “By liberating the aesthetic discourse from the confines of a 

specific kind of object or experience” she hopes to “restore aesthetics to its proper place in our everyday 

life and to reclaim its status in shaping us and the world” (Saito, 2008, 12). Saito makes a clear distinction 

between the aesthetic experiences of our daily environment and those with objects or events categorized 

as art. Here, attentiveness to audience reception of movement intervention that references the built space 

of our daily environment blurs the lines between Saito’s distinctions, making it possible for them to 

overlap and influence one another.  

Both Chapters 1 and 2 are written in an analytical style, while Chapter 3 presents a more narrative 

style of the case studies with reflective components throughout. It is important to acknowledge the role of 

the practitioner-researcher as engaging in a (written) reflective practice that “attempts to unite research 

and practice, thought and action into a framework for inquiry which involves practice, and…the particular 

and special knowledge of the practitioner” (Gray, 2004, 22). Additionally, according to a report by the 

Australian Examination of Doctoral Degrees in Creative Arts, “the conduct of research in, or through, 

creative practice is associated with the acknowledgement of uncertainty and contingency, the denial of 

grand narratives, a tolerance for complexity and confusion, and both willingness and capacity to be led by 

the data rather than by a predetermined point of view” (quoted in University of Canberra, 2013, 12). This 

speaks to the MIWA mode research presented in Chapter 3. The intervention process begins with a 

predetermined approach and also a willingness for the process, once in motion, to influence the 

intervention and its outcomes. Such a methodology affords space for ideas and resources unforeseen at 

the outset to enrich the creative process. Two tactics have been implemented for this study of PaR 
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methodology: Section 3.2 compares two artworks and their respective movement interventions within 

contexts of creation and reception, while Section 3.6 relays project details of and insights into five more 

case studies, while avoiding reflexive explanation of meaning or personal interpretation. In both practice-

based and theoretical research, original contributions within academia can be crystallised from an artistic 

interrogation; “It is…only through the artist/researcher remaining an artist while pursuing these insights 

that he or she will be able to enrich the existing inquiries carried out by scientific researchers” (Coussens, 

2010, 59). The case studies exemplify the role of the artist researcher remaining an artist throughout the 

research process. In section 3.2 an article of the author’s core ideas are presented; ’Movement 

intervention within post-war British architecture’ published in the Journal for Artistic Research (JAR) in 

Issue 5, 2014.3 New insights into the relationship of select British Brutalist architecture sites were arrived 

at by employing the performing body as a research tool, with output shared as both exhibited artworks 

and written publication. In the artistic research practice presented two terms arise: firstly, ‘proximal 

concrete’ is the artist’s phenomenological experiencing of the architecture and secondly, the ‘distant 

abstract’ is the architectural concept derived from text-based research (Nelson, 2013, 46). The generation 

of the body of artworks relies both on an intuitive response to site—the proximal concrete—and on text-

based research concerning the architecture, including cultural circumstance at the time of construction, 

motivations of its architect(s), and choice of materials—the distal abstract. Another aspect of this artistic 

research practice is its categorization as naturalistic inquiry. Naturalistic inquiry is primarily defined as 

research for which the majority of the work is carried out someplace other than a laboratory or, in this 

case, the artist’s studio, as defined by Lincoln and Guba in 1985 and expanded upon by Robson in 1993 

(Gray, 2004, 72). In the case studies presented here, the primary research site is the architectural site of 

the movement intervention. This is apparent in the practice represented in the case studies of the artist 

leveraging the initial phenomenological experiencing of the architectural site to inform creative choices 

regarding the eventual movement intervention.  
                                                
3  ’Movement intervention within post-war British architecture’ published in the Journal for Artistic Research (JAR) 
in Issue 5, 2014. Retrieved from: http://www.researchcatalogue.net/view/27285/27286 
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The viewer’s experience of artworks created using MIWA was a definitive consideration for each 

case study. Movement intervention has the potential to fully incorporate the exhibition venue into the 

phenomenological experiencing and meaning-making of the work. The viewer occupies and moves 

through the exhibition venue to view the artwork. Their experience of this built environment is then 

layered with the experiencing of the MIWA artwork in which performers move either in the same space 

as a live performance or another space represented through video or photography. The juxtaposition folds 

the space between artwork and viewer’s real-time experience. According to Saito, “In general, the 

operative mode underlying our paradigmatic experience of paradigmatic art is “separation,” “isolation,” 

“distinction,” “divorce,” or “disengagement” from our ordinary everyday affairs” (Saito, 2008, 27-28). In 

contrast, MIWA offers connection and engagement first to the immediate circumstance of the viewer of 

occupying an exhibition space and then the potential to carry this layered experience to other experiences 

of architecture.4 A viewer with prior knowledge of the modernist agenda can understand the artworks in 

the case studies as commenting on modernist design; a viewer without this prior knowledge can 

understand the artworks as commenting on our everyday use of building components – staircases, 

windows, plazas. The works have the capacity to communicate on more than one level without these 

levels representing a hierarchy – one understanding is no more significant or dynamic than the other.  

The case studies in Chapter 3 portray a variety of methods by which connections were fostered 

between movement intervention and exhibition venue. The photographic work Haus am Horn was printed 

at measurements determined by the dimensions of the exhibition site. The dancers for the Resor House 

performance were directed not to soften the sound of their points of contact with the site’s walls and 

windows but rather to make this contact audible to the viewer. At the screening of the Bevin Court and 

                                                
4 Arnold Berleant’s article ‘What is Aesthetic Engagement?’ identifies a modern and now contemporary trend of 
aesthetic engagement that calls the spectator to action in the experiencing of art. Berleant reasons that aesthetic 
experience offers a reciprocity and continuity that has the ability to dissolve the traditional divisions between artist, 
viewer, and art object. Aesthetic engagement also supports Saito’s reclamation of aesthetics in everyday life as it 
values active, sensory-oriented aesthetic experiences, whether in art or non-art contexts, over Kant’s sequestered 
contemplative role of the spectator (Berleant, Retrieved from: 
http://www.contempaesthetics.org/newvolume/pages/article.php?articleID=684). 
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Sivill House video, the audience revealed a significant architectural parallel between the exhibition venue 

and movement intervention by choosing to stand on the nearby spiral stair to view the high-mounted 

video screens showing a video with performers on a spiral stair.  

How does this practice contribute to the methodologies of artists creating movement interventions 

within architecture? to architecture critics engaged in perceptions and representations of modernism? to 

practitioner-researchers in other creative fields? These questions will be explored in the subsequent three 

chapters and the conclusion. The primary aims of this research, in addition to extending the theoretical 

arguments referenced above, are to define and describe the research methodology used for the case 

studies regarding modernist architectural sites and to introduce Movement Intervention Within 

Architecture as a new category of artwork. These sites, from the early Weimar Bauhaus in 

Germany to those on the cusp of late 1960s post-modernity in the United States are chosen for their iconic 

status within a canon of Westernised ideology—architecture for postcards, so to speak. Each site is 

associated with a fixed image of itself that the movement intervention intends to disturb and re-frame. 

According to Juhani Pallasmaa, “Modernist design has housed the intellect and the eye, but it has left the 

body and the other senses, as well as our memories and dreams, homeless” (Pallasmaa, 1995, 10). This 

interrogation addresses Pallasmaa’s stance by calling on the body to intervene in the selected spaces. The 

artworks demonstrate that modernist spaces have inherent potential for higher affordances. The Resor 

House performance at the University of Wyoming transformed a studio art classroom into a venue for 

considering Mies’ contribution to the design of the building, literally by swinging from the rafters. Could 

higher affordances exist for the built spaces we encounter in our everyday lives? In this way, MIWA can 

further our understanding of ourselves in the ever-changing built environment.  
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1.1     Introduction to the review of contemporary art practice incorporating movement intervention within 
architecture (MIWA) 

          Figure 1.01 
 
Buildings are fixed entities in the minds of most—the notion of mutable space is virtually taboo, 
even in one’s own house. People live in their space with a temerity which is frightening.   
     

 -Gordon Matta-Clark (Moure, 2006, 133)  
 

The works of seven contemporary artists have been selected to help define MIWA, and the 

diversity therein, as a classification of artwork. This discussion will help to define MIWA as a mode of 

artistic practice and also introduce the theoretical framework considered in greater depth in Chapter 2. We 

will begin with the well-known architectural interventions of Gordon Matta-Clark, most notably achieved 

through the cutting out of shapes and sections from buildings that aimed to open up or invigorate the 

human experience of built space (Walker, 2009, 391). The ensuing review will discuss a series of 

artworks that share certain similarities in approach and objective with Matta-Clark’s interventions, seen as 

works that disrupt the automatic understanding of built space. However, unlike Matta-Clark, the artists 

make no lasting subtractive modifications to the architectural material; instead, they add the moving 

human figure. Matta-Clark’s in situ artistic interventions unfixed people’s attitudes towards daily 

encounters with architecture and contributed to critical architectural dialogues in a meaningful way. These 

interactions with perceptions of architecture are mirrored by the seven artworks comprising this review. 

Each work employs MIWA through artistic methodologies unique to the authoring artists and utilises one 

or more of three mediums: video, still photography and live performance. Together these carefully 

selected works describe the context for the case studies regarding modernist architectural sites developed 

by this research and presented in Chapter 3.  
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Figure 1.01.  Conical Intersect, Gordon Matta-Clark, 1974, building cutting 
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1.2 Trisha Brown, Man Walking Down the Side of a Building  
Figure 1.02 
 
In the words of choreographer Trisha Brown, her performance piece Man Walking Down the Side 

of a Building, “was exactly like the title – seven stories. A natural activity under the stress of an unnatural 

setting. Gravity reneged. Vast scale. Clear order. You start at the top, walk straight down, stop at the 

bottom” (Livet, 1978, 51). The title might seem to refer to walking, the most routine of actions, but it 

does not indicate the tension this action generates between body and building. The viewer’s encounter 

with the performance work is enhanced by a contradiction of ‘automatic’ assumptions around the action 

of walking, both physically and linguistically. The process of automatic understanding is described by 

Christoph Menke in his rearticulation of Theodor Adorno. This process entails identification of a signifier 

and the meaning embodied in it, which are connected to the application of the rules of the language or 

code in which it is conveyed (Menke, 1999, 20). Artworks have the capacity to – indeed, may seek to – 

disrupt this automatic process. This occurs in Brown’s work as the erect figure hinges over the rooftop 

edge to walk perpendicularly down the side of the building. According to Menke, the performance thus 

offers an aesthetic experience through “a change in perspective on signifier formation…that leads to the 

decomposition or unravelling of this formative process” (Ibid., 36). Without a context that encompasses 

the aesthetic signs of the artwork, “the aesthetically processual enactment of signifier formation must end 

in failure” (Ibid.).5 The body’s out-of-the-ordinary orientation in relation to the building prevents the 

viewer’s automatic understanding of the performance and thereby potentiates it as an aesthetic 

experience.  

This performance piece was built upon the disorienting moments of gravitational defiance and 

precarious balance of Brown’s choreography with the Judson Dance Theater. Brown’s desire to take her 

work outside of the theatre and a disinterest in an inherited dance vocabulary led to her Equipment Pieces, 

                                                
5 In simpler terms, Menke asserts that non-aesthetic experience involves an automatic or conventional process of 
understanding while understanding within an aesthetic experience is, alternatively, processual and indeterminable. 
The negativistic disruption of the usual, non-aesthetic mode of recognition, according to Menke’s presentation of 
Adorno, defines the aesthetic experience. In the example at hand, a man walking down the street could represent a 
non-aesthetic experience while Brown’s Man Walking Down the Side of a Building offers an aesthetic experience.  
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a series of works in which Brown utilised external tools such as body harnesses and climbing apparatuses 

to allow dancers to walk on vertical surfaces, forging a novel relationship to site. According to Brown, 

“All those soupy questions that arise in the process of selecting abstract movement according to the 

modern dance tradition – what, when, where and how – are solved in collaboration between 

choreographer and place” (Livet, 1978, 51). These Equipment Pieces rearranged assumed relationships to 

gravity and dance performance spaces by suspending the moving body perpendicular to the horizon in 

and on various built structures. The works, aside from Walking on the Wall (1971), which premiered 

inside the Whitney Museum of Art in New York City, were initially staged in close vicinity to each other 

in the SoHo neighbourhood of Manhattan: Woman Walking Down a Ladder (1973) at 130 Greene Street, 

Spiral (1974) at 383 West Broadway, and Man Walking Down the Side of a Building at 80 Wooster 

Street. Brown’s disorientation of the viewer’s regard for the body in space employs the neglected 

architectural terrain of ceilings and walls (Banes, 1987, 81). The effect was visceral, according to a 

review of Walking on the Wall in the Village Voice, “for dizzying moments at a time, you seem to be in a 

tower looking down on the foreshortened bodies of people promenading endlessly on two intersecting 

streets” (Teicher, 2002, 307). The restaging of many of her works in recent years validates Brown’s 

comments on their reception at the time of their debut, “The most difficult thing about doing something as 

extraordinary as Walking Down the Side of a Building (1970) was that I didn’t belong to anyone. No one 

could buy my work in the art world, and the dance world said it wasn’t dance—which probably it wasn’t. 

I was caught in a crack doing serious work in a field that wasn’t ready for it” (Adshead, 1986, 145). 

Brown’s sense that these works lacked definitive value to an art audience was, with time, proven 

otherwise. The performance was restaged subsequently at the Tate Modern in 2006, the Walker Arts 

Center in 2008, and the Whitney Museum in 2010. The successful recirculation of this work attests to the 

art world’s increasing readiness to engage with this sort of performance-based work. A further example is 

Robert Morris’ BodySpaceMotionThings, which was open for only four days at the Tate Modern in the 

1970s and staged a full and successful exhibition run at the same venue in 2009.  
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Man Walking Down the Side of a Building does not showcase the dancer’s physical skill or use an 

acquired choreographic vocabulary. Rather, the dancer’s corporeal strength, coordination, and spatial 

intelligence are called upon to make the pedestrian movements legible in a new spatial orientation. The 

level of training and body knowledge necessary to maintain the recognisable features of walking despite 

reorientation of the physical mechanics of this action are substantial. Elizabeth Streb recounts her 

experience performing the piece in 2010, “Every time you lift a foot you are changing your center, so I 

started to swing one way then the other way…once I got a certain distance down I had all of this ambient 

movement that I was trying to not have occur” (quoted in Whitney Museum of American Art, 2010, 1 

min 57 s to 2 min 21 s). This rearrangement and reliance on external equipment also intensifies the 

performer’s relationship to gravity. Set on a vast scale, this intensification involves real risk and 

vulnerability palpable for the viewer. As a visual artwork, the phenomenological factors of this 

performance, according to Paul Crowther, “will concern embodiment, perception, and space-occupancy” 

(Crowther, 2009, 30).6 However, it is important to acknowledge that Man Walking Down the Side of a 

Building has reached a far wider audience as video footage and still photograph than as a live 

performance. It has been represented in this manner within the gallery setting, as at the 2011 Barbican 

Gallery exhibition Laurie Anderson, Trisha Brown, Gordon Matta-Clark: Pioneers of the Downtown 

Scene New York 1970s. The phenomenological experiencing of movement intervention in various media 

and contexts, along with Crowther’s regard for embodiment, perception, and space occupancy will be 

explored in greater detail in Chapter 2.  

  

                                                
6 Paul Crowther builds a theory of the visual arts via phenomenology. He describes how visual art utilises basic 
perception to offer the viewer a unique aesthetic experience both in a general sense and by addressing the distinctive 
characteristics of various art mediums (Crowther, 2009, 5). Here and at other points within this chapter, Crowther’s 
theory regarding the phenomenology of visual art will contribute to the discussion of the artworks. For a more in-
depth consideration of Crowther and phenomenological depth, see Chapter 2.   
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Figure 1.02.  Man Walking Down the Side of a Building, Trisha Brown, 1970, photograph 
         of live performance      
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1.3 Anahita Razmi, Roof Piece Tehran 
      Figure 1.03 
 

Trisha Brown’s work Roof Piece (1971) is another example of a choreographic work set within 

the exterior cityscape of downtown New York. Spanning ten city blocks, a simple phrase of choreography 

was visually relayed from rooftop to rooftop via a chain of dancers dressed in red costumes. The open 

horizon of the roofscape, offering boundless space to the dancing figures, can be seen as emblematic of 

the avant-garde artistic movement of 1960s and 70s downtown New York. Forty years later, this distinct 

combination of setting and costume colour appeared in Roof Piece Tehran, a work installed on twelve 

video screens throughout the 2011 Frieze Art Fair in London. According to its artist, Emdash award 

recipient Anahita Razmi, Roof Piece Tehran is a re-enactment of the original work authored by Trisha 

Brown and qualifies as a new work of art (Seppings, 2011, 16). Razmi stated in an interview, “You take 

this approach from the seventies…and by saying I make this step to contemporary Tehran, that is 

something that you cannot do there. That is the thing. There is no dance there. There is no contemporary 

dance. It is all forbidden. It is non-existent. And even saying, we make a performance in a public space 

somehow, it is something that you cannot do” (Crane TV Video Magazine, 2011, 1 min 2 s to 1 min 20 s). 

These imposed cultural parameters rendered the production of the video – recruiting local Iranian dancers, 

rehearsing, securing locations – a highly covert operation. As the site of frequent political protests by 

night, the rooftops were already an established location of political dissent in Iran. While the most recent 

activity was in response to the disputed presidential elections in June, 2009, the practice reaches back to 

the 1979 revolution. Citizens communicate verbal protest in a call-and-response style from separate 

rooftops. A powerful image of this subversive practice was captured in Pietro Masturzo’s 2009 World 

Press Photo prize-winning photograph of a woman shouting from a rooftop in Tehran. Thus, in 

communicating a phrase of contemporary choreography from one roof to another visually, Razmi not 

only references the original Roof Piece, she also presents an embodiment of this method of protest. The 

relativity of freedom regarding the rooftops of 1960s and 70s of New York to present day Tehran presents 

a compelling contrast. Another difference dictated by location is the alteration of the original costumes to 
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accommodate Muslim female dancers. The extension of the vivid red fabric to cover their hair makes this 

distinction quite apparent.  

Razmi’s claim that the contrast between the locations qualifies as a new work of art generates an 

important question regarding authenticity, especially in relation to the categorisation developed by Nelson 

Goodman (Goodman, 1976, 113). Goodman divides works of art into the categories of autographic and 

allographic. “A work of art is autographic if and only if the distinction between original and forgery of it 

is significant; or better, if and only if even the most exact duplication of it does not thereby count as 

genuine” (Ibid.). Conversely, the authenticity of an allographic work of art is maintained independently 

from its history of production – examples include editions of literary works and performances of musical 

scores. Razmi’s referral to the work as a re-enactment leans in the direction of an allographic 

representation; however, an allographic artwork that recognises and incorporates the notation of the 

original would be regarded as an iteration of the original, not an entirely new work of art (Ibid., 118).7 

Riding this edge of legitimacy, teetering on forgery with a claim of novelty serves Razmi in her desire to 

bring attention to the major difference between the two works: the overtly political nature of the re-

enactment. In her words, “Automatically you get different associations because you have the rooftops but 

they are somehow a political space. Rooftops are an in-between space between public and private, and 

these opposites are so extreme in Iran” (Seppings, 2011, 16). Razmi’s resituating of Brown’s 

choreography brings a Western artwork to a Middle Eastern setting in order to deliver a contemporary 

Middle Eastern politic issue to a Western audience through the use of its own cultural vocabulary.  

 
  

                                                
7 “What makes a performance an instance of a given work is not the same as what makes a performance a premiere, 
or played by a certain musician or upon a Stradivarius violin. Whether a performance has these latter properties is a 
matter of historical fact; and a performance falsely purporting to have any such property counts as a forgery” 
(Goodman, 1976, 118).   
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Figure 1.03.  Roof Piece Tehran, Anahita Razmi, 2011, still from 12-screen video 
    installation 

 

 
 



 
 

32 

1.4 Allora and Calzadilla, Body in Flight (Delta) 
Figure 1.04 
 
Also in 2011, collaborative artists Allora and Calzadilla installed the choreographed body 

engaging with a component of built space at the 54th Venice Art Biennale. The works Body in Flight 

(Delta) and Body in Flight (American) featured female and male Olympic gymnasts performing routines 

on full-scale wooden replicas of first- and business-class airplane seats. The discussion here will focus on 

Body in Flight (Delta). Allora and Calzadilla adapt the specific physical vocabulary of gymnastics, which 

aims to optimise the display of physical ability in a competitive setting, for a new ‘apparatus’ and a new 

aim. This movement vocabulary also finds itself in a new setting. The intimacy of the gallery space, in 

contrast to the grand scale of the sports arena, enhances the physical spectacle component by offering a 

closer look at an elite athlete in action. Another important influence of the small-scale gallery setting is 

that the exertions of the gymnast performer are cast in greater relief against the audience members simply 

standing and spectating at close range. Let us consider John Joseph Martin’s comprehensive writings in 

the 1930s on the neurophysiology of the dance spectator’s experience in the context of this movement 

intervention. Martin states that (we) viewers, “become participants in the movement that is presented to 

us, and though to all outward appearances we shall be sitting quietly in our chairs, we shall nevertheless 

be dancing synthetically with all our musculature” (Martin, 1939, 53). According to Martin this can, 

“awaken such associational connotations as might have been ours if the original movement had been of 

our own making” (Ibid., 117). In this instance, the extreme physical spectacle has the potential to 

intensify the physiological experience of the viewer. Physical movement is used as a tool of artistic 

investigation of a body-centred design object (i.e. the seat), speaking to the embodied viewer through the 

vocabulary of movement. 

Much like Razmi’s use of relocation, Allora and Calzadilla transpose a distinctive and yet easily 

recognisable physical act from its usual designed space to the entirely new space of the first-class airplane 

seat. Were the seat viewed within its prescribed functionality (i.e. sitting in the seat, placing items on the 

tray table, etc.) an automatic understanding of it would follow. However, the criteria and context for such 
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an identification process are radically disrupted by the physically rigorous gymnastic routine. The 

interactions of the gymnast with the seat destabilise its meaning. It loses its singular identity and now 

bears a superabundance of meaning, making it possible to infinitely approach and re-approach the process 

of signifier formation. 

From a phenomenological approach, imagination plays a major role in human pre-reflexive 

perception. “Imagination allows the quasi-sensory projection of items or states of affairs which are not 

present in the perceptual field. It is…deeply involved in associational meaning, where imagery arising 

from the cultural or personal connotations of an item or state of affairs strongly influences how it is 

perceived” (Crowther, 2009, 4).8 Imagination places the first-class seat within the micro-culture of the 

airline jet, where the luxury of its physical comfort is afforded to a very small percentage of the 

population, presumably those with elevated economic status. Re-contextualised in the gallery, the seat 

appears drab and dingy, dwarfed in size by the gallery space. However, the gymnast is the truly 

destabilising component of the work. Her repurposing of the seat as a competition apparatus imbues it 

with a new complexity. Her mechanical, prescribed motions and emotionally neutral regard of the space 

defy its more conventional interpretation as an economic status symbol. Additionally, the gymnast 

demonstrating her physical dominance of this new apparatus wears a stereotypical gymnastic competition 

uniform; the patriotic colours, stretchy synthetic material associated with sports activities, and the 

wearer’s ownership of a culturally segregated sense of style further diminish the seat’s materialistic 

appeal. The introduction of a body moving with the agility and grace of a gymnast, as if ‘in flight’, on a 

Delta seat expands the contextual meaning of the seat into an entire field of potentiality, permanently 

detached from the security of a singular reference. 

 
 

 
                                                
8 The role of imagination is one of three factors Crowther posits as contributing to pre-reflective experiencing, in 
this instance, of artworks. The other two are one’s immediate perception and sense of self-consciousness and agency 
(Crowther, 2009, 4). 
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Figure 1.04.  Body in Flight (Delta), Allora and Calzadilla, 2011, photograph of live 
  performance 
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1.5 Jane and Louise Wilson, Broken Time  
Figure 1.05 
 
The cultural specificity of the design object in Body in Flight (Delta) is also manifest in Broken 

Time, the 2005 video work by artists Jane and Louise Wilson. The moving body intervenes in a structure 

designed and constructed during a specific moment in architecture: post-war Brutalism in the industrial 

North East of England. According to Louise Wilson, Broken Time is “about physicality and the way that 

figures are framed in an urban environment” (Pearce et al., 2007, 71). The film vacillates between two 

scenarios with very different environmental and social circumstances. The first is the culturally familiar 

setting of a road race through a city, in this case the 2005 Bupa Great North Run. Participants and 

facilitators are seen at points along the urban route, with the numbers of runners and onlookers expanding 

and contracting from none to thousands. The second scenario is that of four racers inside the Gateshead 

car park, temporally and spatially separate from the city race. While the narrative arc of a foot race is 

followed, i.e. pre-race stretching and warm-up exercises, the viewer may postulate that the physical 

activities within the car park are in reality mental constructs – suggesting the urban environment as a kind 

of inner landscape for the athlete. The film cuts back and forth from footage of the actual race to the 

parelled competitors moving through the concrete structure. While broken time was a term used in early 

20th century England for the compensatory payments made to amateur athletes for work time missed, the 

film’s title may also refer to the break between the timed race and the car park, a place literally ‘out of 

time’.  

The architectural structure also exists in and represents a broken concept of time. Many buildings 

constructed during the Brutalist movement struggled for and failed to achieve broad cultural acceptance. 

The enclosed space on top of the Gateshead structure, the setting for the racers’ stretching and warming-

up, was originally outfitted as a restaurant, though it was never used for this or any other purpose. This 

resulting ‘ineffectual’ space thereby tells a condensed and edited version of the story of the car park as a 

whole. Not the only concrete complex by architect Owen Luder to be sentenced to demolition within his 

lifetime, the short lifespan of the Gateshead car park, officially Trinity Square, ended in a prolonged 
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levelling process in 2010. Contemporary appraisal of its commercial worthlessness and simultaneous 

cultural importance accounts for Gateshead Council’s sponsoring of both its demolition and its later 

commemoration in various art events (Hatherley, 2010, paragraph 6). This contradiction regarding the car 

park typifies the context of Britain’s Brutalist edifices. Owen Hatherley identifies the contemporary 

phenomenon of nostalgia for the future as, “a longing for the fragments of the half-hearted post-war 

attempt at building a new society” (Hatherley, 2008, 9). Hatherley states that, “These remnants of social 

democracy can, at best, have the effect of critiquing the paucity of ambition and grotesque inequalities of 

the present” (Ibid.). The video sequences of two agile runners striding up and down the angled surfaces of 

the Gateshead car park’s upper levels speak in these same futuristic visual terms. Their idealised bodies 

and confident movements reference existing cultural depictions of androids and robots. The lack of cars 

or other evident use of the concrete structure contributes to the futuristic atmosphere of these sequences. 

The other two athletes featured in the car park are in racing wheelchairs. The aerodynamic shape of the 

body low to the ground and the seamless integration of body and chair suggest a superior hybrid being 

made possible only by future technology. The Gateshead structure movement intervention transports the 

athletes to a post-apocalyptic dimension, a time broken from the known continuum of conscious reality.  
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Figure 1.05.  Broken Time, Jane and Louise Wilson, 2005, still from 11-minute video 
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1.6 Iñigo Manglano-Ovalle, Le Baiser/The Kiss 
Figure 1.06 
 

Le Baiser/The Kiss, by Iñigo Manglano-Ovalle, is the first in a series of the artist’s film-based 

works involving the architecture of Mies van der Rohe. Manglano-Ovalle discusses his motives for 

working with this particular moment in architectural history, 

"Le Baiser is about love, but it’s a restrained love. It’s like looking at work by 
Donald Judd and drooling – hating the fact that you’re drooling...It’s a relationship artists in 
my generation have had with particular forms of modernity, whether some people call it 
reductive minimalism or just minimalism, and wanting to throw content back into that...it’s 
also about the most interesting part of love – about desire – at that moment when there’s 
something between you and the object" (Art 21, 2010, paragraph 1). 

 
The artist channels this grudging attraction to certain qualities of modernism into a content that integrates 

the architectural object into the work; the architecture becomes both muse and medium. The video Le 

Baiser/The Kiss presents a scenario that, while not completely outlandish, is far from the day-to-day 

reality of the referenced modernist building, in this instance the Farnsworth House in Plano, Illinois. The 

Farnsworth House has architectural preservation status and is open to the public for an admission fee. 

Thus, its occupation by a woman in orange coveralls using electronic sound equipment and a video 

monitor is clearly fictitious. The window washer is Manglano-Ovalle himself, with a uniform, equipment 

and cleaning technique acquired from the Farnsworth House’s regular washer (Kaplan, 2000, 97). Both 

Manglano-Ovalle’s sustained exploration of Miesian architecture and his admission of lust that seems to 

encompass both girl and house, invite further examination of his choice of architectural site. Mark Lewis 

proposes that, “If we accept that we are modern and that we continue to live in the time of modernity, 

then we know that modernist representational forms have staked their legibility and ‘success’ in the 

figuring of other futures, necessarily utopian, in the possibilities of modernity” (Lewis, 2006, 111). Le 

Baiser/The Kiss may represent a personal utopia for the artist – a promised future from the vantage point 

of the design and construction of the Farnsworth House in the 1950s and 60s. 

The degree of fetishism suggests a fantasy, an individual’s idealised vision. The woman’s 

rhythmic bobbing and tapping to music presumably coming through headphones, her eyes fixed on the 

video monitor, render her an unwitting subject of the gaze of the artist voyeur. Likewise, as with the many 
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other enthusiasts of the Farnsworth House and other such domestic modernist structures, the artist 

experiences the building from the outside, content to fetishise its external form. An explanation can be 

found in Paul Crowther’s phenomenological approach to experiencing architecture,  

“In relation to architecture…we look for organic unity that can parallel that of the 
human form, and are also able to recognise and identify with shared physical characteristics 
which bond our corporeal being and the world of things. Factors such as regularity, 
symmetry, proportion, and harmony, for example, are vital elements in the disposition of 
part, and to whole, in all organic structures and, especially, the human body. They are also 
basic to architecture” (Crowther, 2009, 181).9 

 
The artist’s ‘restrained love’ for both the building and the woman is expressed by his ‘kissing’ the 

windows with the squeegee – a love in spite of itself. His intense feelings are met with indifference by the 

objects of his desire. In his reference to ‘that moment when there is something between you and the 

object’, the artist refers to the House as physically representing the something between a person in love 

and the one he desires – the building as love itself (Art 21, 2010, paragraph 1). Through its depiction of 

the artist’s intimate interaction with the Farnsworth House, this video work assigns the House more than 

one role and varying degrees of involvement in the narrative. Already an aesthetic object, the Farnsworth 

House becomes the central component of another aesthetic work, Le Baiser/The Kiss, thus drawing 

attention to and compounding the surplus of meaning of the house itself. 

  

                                                
9 Crowther regards architecture as an art medium and the phenomenological factors that distinguish it from other 
mediums receive his careful consideration and description, including physical characteristics shared by buildings 
and humans and re-encounterability. 
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Figure 1.06.  Le Baiser/The Kiss, Iñigo Manglano-Ovalle, 1999, still from 12-minute video 
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1.7 Jeff Wall, Morning Cleaning 
Figure 1.07 
 
The photograph Morning Cleaning by Jeff Wall, produced in the same year as La Baiser/The 

Kiss, similarly involves the cleaning of an iconic Mies van der Rohe architectural site. Unlike Manglano-

Ovalle’s assumption of the role of the washer in Le Baiser/The Kiss, Morning Cleaning presents the 

actual window cleaner of the Barcelona Pavilion engaged in his daily duties. Wall’s cinematographic 

style, classic pictorial composition and meticulous staging of this photograph imbue the everydayness of 

the activity with a convincing structural integrity. Michael Fried has written extensively on the work of 

Jeff Wall and on Morning Cleaning in particular. According to Fried,  

“…the appeal to absorption, which is also to say to the implication that the window 
cleaner is unaware both ‘of the construction of the picture and the necessary presence of the 
viewer,’ is not thereby undercut. Rather, the impression of absorption and unawareness is to 
my mind considerably stronger…both because of the precise practical reality of the window 
cleaner’s action and because of our sense of his separation from us, by which I refer…to his 
location beyond the direct sunlight. The viewer is made to feel that the man bending over his 
squeegee is oblivious even to the one indisputably great event, itself an emblem of dailiness, 
depicted in Morning Cleaning” (Fried, 2007, 516-17). 

 
The worker’s obliviousness to the iconic Barcelona Pavilion he is cleaning is indirectly addressed here by 

Fried. Involved in his work, with his back toward the volume of the space, he acknowledges neither the 

morning sun, nor the viewer’s gaze, nor the cultural importance of the building. 

Unlike the rich textures and patterns of the Pavilion’s interior surfaces, the man at work possesses 

no remarkable qualities. His work, of necessity, creates a temporary state of disarray. With chairs askew, 

the far edge of a carpet flipped back, and soapy water blurring the view of Kolbe’s figurative Alba 

through the glass, Wall disrupts the sense of tranquillity and order that characterises this modernist icon. 

Also, the way this photograph impedes the viewer’s subsequent re-encounterability with the Pavilion in 

its usual ordered state can be unsettling. Crowther explains this phenomenological aspect of architecture 

as follows, “whatever the embodied subject’s changes in position, the material bodies which it encounters 

remain to some degree the same—in terms of their physical characteristics or in their position in relation 

to other material bodies (i.e. location) or both. There must be enduring markers which stabilise the 

horizon of re-encounterability” (Crowther, 2009, 201). Both the title and the practical (pre-reflective) 
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understanding that indoor spaces require frequent cleaning inform the viewer that the Pavilion is in this 

state on a regular basis and that the man in the photograph performs this necessary function. As with 

much of Wall’s work, a moment that is usually unheralded and often unseen is brought to the viewer’s 

attention. The figure most associated with the Barcelona Pavilion is the ever-present figurative sculpture, 

Alba. In this instance, however, Alba is obscured by the act of cleaning that makes her so visually 

accessible at any moment other than the present one. The succinct quality of this single photograph attests 

to Wall’s ability to anticipate the pre-reflective and cognitive responses of the viewer. According to Hilde 

Van Gelder Morning Cleaning presents, “an elaborately detailed mise-en-scène that addresses 

contradictions in today's culture of spectacle” (Van Gelder, 2009).  
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Figure 1.07.  Morning Cleaning, Mies van der Rohe Foundation, Barcelona, 1999, 
   transparency in lightbox, 206 x 307 cm 

 

 
 
 



 
 

44 

1.8 Lucy Gunning, Climbing Around My Room 
Figure 1.08 
 
Lucy Gunning’s six-minute video work Climbing Around My Room (1993) draws attention to the 

possessive ‘My’ of its title by presenting an unlikely ‘I’. This ‘I’ is readily identifiable as the lone figure 

performing the stated action. Her short red dress pushes her into the foreground against the relief of the 

sparsely furnished white-walled room. In her endeavour to circle the room without alighting on the floor, 

she demonstrates the agility of a professional dancer or rock climber. Her skilful placement and 

resourceful use of shelving, a fireplace mantle, two large items of furniture, wall hooks and brackets, and 

even the room’s moulding and skirting, impress upon the viewer her accumulated skill and kinetic 

experience. The two laps of the room captured by the video are nearly identical and give no indication of 

starting or termination points. The handheld camera carefully invigilates the woman’s movement, 

eliminating potential distraction by keeping her always centred within the frame. Close proximity picks 

up audio information; her breathing and other non-verbal utterances emphasise the exertion of her 

manoeuvrings, while bare skin squeaks and the dress rustles against the surfaces of the walls and furniture 

in proportion to the pressure of her weight and rate of movement. Other than contextualising components 

such as the sounds of the street and the black night sky outside the window, the lone subject occupies an 

otherwise featureless architectural landscape. Rebecca Fortnum writes, “Climbing Around My Room 

established an interest in the negotiation between imagined and physical states” (Fortnum, 2007, 67). As 

with the setting of the Wilsons’ Broken Time, this urban location is conspicuously desolate, proposing a 

representation of an internal space or mental construction of the subject. The vacancy in Gunning’s video, 

however, differs from that of Broken Time in that the empty structure of the Gateshead car park can be 

historically contextualised – its great size and visible location made it a landmark of the Newcastle 

landscape, despite its eventual fate. By contrast, Gunning’s room bears few identifiers as to its potential 

location. Certain features and proportions, the street noise, and our knowledge that Gunning’s country of 

residence is the U.K. may indicate a neutral location. This does not, however, explain why ‘her’ room is 

nearly empty. The absence of a bed in particular generates speculation as to why this room is ‘hers’ in the 
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first place. Furthermore, regarding the actions performed, the Wilsons’ film offers a sort of either/or 

scenario; the footage of the athletes in the car park could represent either flashbacks to warming-up 

exercises or mental visualisation of themselves situated within the structure. The decontextualisation in 

Climbing Around My Room makes the precise objective of the woman’s climbing difficult to determine. 

Karen McKinnon wrote of Gunning, “Through her work she sets up a series of private moments in 

intimate spaces in which the performers engage in idiosyncratic acts that avoid contextualisation 

disturbing notions of self and other. Gunning’s work reveals a tension between the body and psyche, 

reality and fantasy” (McKinnon, 1998, foreword). Again, the use of ‘My’ in the title plays a significant 

role in the viewer’s experience of the work. The possessive defines this architectural space as self-

referential, real or fantastical at the same time. The performer’s repetitive pathway through the spare 

space is confirmed as an entirely inward-facing, and thus a potentially obsessive or destructive endeavour. 

McKinnon goes on to say that Climbing Around My Room and other pieces by Gunning are 

“psychologically charged works” that “reveal lapses and gaps in meaning and perhaps suggest alternative 

routes towards the attainment of pleasure or the fulfilment of desire” (Ibid.). The ritualistic nature of the 

movement sequence around the room makes it difficult to relate to the subject as a creature of reason. As 

with Wall’s Morning Cleaning, the viewer encounters a figure absorbed intensely in an activity. 

However, the attraction to a physically impressive display creates a simultaneous repulsion, as her actions 

seem irrational and potentially ceaseless.   

Alienated from the subject, efforts to identify the disparate components of the piece and the ways 

in which they relate to one another (figure, setting, activity, title) are confounded and the process of 

establishing the meaning of the work oscillates endlessly between material and meaning. Angela 

Kingston’s observation speaks to this mode of operation,  

“behind and beyond our composed behaviour, our functional language, and more 
generally the regular surface of things as informative ‘signs’, Gunning’s work has found 
ways in which the unconscious and unexploited energies of our daily pursuits can be brought 
to the surface through the camera, which traces their uncanny shapes and idiosyncratic 
modes” (Kingston, 2003, 73).  
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Although the components comprising Climbing Around My Room do not deviate much from everyday 

references, the way in which these components are integrated to form a whole – the woman’s intense 

physicality, the repetition of a nonsensical action, the emptiness of a room referred to as belonging to the 

woman etc. – defies contextualisation within a normative sense of reality.   
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Figure 1.08.  Climbing Around My Room, Lucy Gunning, 1993, still from 6-minute video 
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Chapter 2 

Theoretical Considerations 
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2.1 Introduction to some theoretical frameworks  
 

“Memories of dancing bodies have a kind of porousness around them, often making it difficult to 
distinguish between then and now, hers and mine” (Phelan, 2004, 14). 
 

“Architecture…is conceived not as an opaque and timeless entity, but as a living amalgamation of 
human impulses, created perceptually by its creator and users” (Schwarzer, 1991, 55). 

 

Phelan’s statement speaks from and to a personal experiencing of dance and her relationship to 

dancing bodies and her memories of them. This poetic expression of a remembered experience 

demonstrates the ability of phenomenological analysis to reflect the depth of our perceptive capabilities 

and the richness of our subjectivity. In addition, the intersubjectivity of observer and performer to which 

Phelan refers will be important to MIWA as a category of artworks. Each of the works considered in this 

chapter involves an engagement of the animate human body with a specific architecture. Moreover, the 

corporeal similarities between observer and performer that we will elucidate will be seen to afford an 

intersubjective experience involving both a ‘co-intending’ and ‘co-presenting‘    (Husserl, 1973a, 27) of 

built space. The chapter will additionally examine how the experience of such works involves an example 

of an oscillation between what Hans Ulrich Gumbrecht has defined as certain types of receptive effects 

implicated in the experience of art. Gumbrecht suggests “that we conceive of aesthetic experience as an 

oscillation (and sometimes an interference between) ‘presence effects’ and ‘meaning effects’” (Gumbrect, 

2004, 2). In section 2.2, we will take up the task of adding to Gumbrecht’s theory via a precise analysis of 

the exact ‘presence effects’ implicated in MIWA. We will also aim to extend other types of recent 

theoretical interventions into phenomenological aesthetics, namely Paul Crowther’s systematic approach 

to the analysis of specific types of artwork (painting, conceptual art, and architecture, to name a few) 

(Crowther, 2009, 6-7). The argument will address the ‘immediate’ relationship of the viewing figure to 

the figure moving within the movement intervention that is established prior to any reflective response or 

semiotic clarification. This conversation will adhere to Heidegger’s notion that understanding of the other 

is gained through our shared engagement in the common world and that our grasp of others’ experiences 

is achieved primarily through the perception of their explicit outer actions (Heidegger, 1950, 116). In 
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addition the concept of kinaesthetic empathy will be a key consideration in this analysis and we will be 

led primarily by Edmund Husserl’s writings on the subject, including his notion of pairing as well as his 

ideas regarding the implication of kinaesthesia within our innate kinetic repertoires of ‘I cans/I cannots’. 

Additionally, the category of MIWA will be examined further in section 2.3 via the theory of aesthetic 

negativity, as defined by Theodor Adorno and later reconstructed by Christoph Menke.  

MIWA distances the viewer from a conventional understanding of our physical engagement with 

architecture through an oscillation/tension between presence effects and meaning effects (Gumbrect, 

2004, 2) and a similar oscillation between material and meaning (Menke, 1999, 30), thereby maintaining 

a state of unrest regarding the establishment of a stable meaning. Section 2.4 will look at works more 

engaged in the cultural, social and/or political aspects of the architecture in question, specifically of the 

modernist and Brutalist era. Here, the potential meaning effects that extend beyond our pre-reflective 

experiencing of the works will be discussed.  

 

 
2.2 Pre-reflective experiencing of MIWA 

As stated above, MIWA architecture engages the viewer in an intersubjective experience in two 

respects: through the viewer’s perception of a human body in motion and the body’s engagement with a 

specific architectural space. Crowther considers the parallels between that body of architecture and the 

human body as primarily responsible for the architecture’s phenomenological depth (Crowther, 2009, 

173). Manglano-Ovalle’s video work, Le Baiser/The Kiss, makes a playful point of this with the sound of 

a kiss (un baiser) made by a squeegee moving against window glass. Here we will also consider the 

kinetic engagement by the viewer with an architectural space whilst encountering the artwork. This 

engagement could take many forms – attending a performance, viewing a video or photographs in a 

gallery, viewing an artwork on a digital device in a private or public spaces – and highlights the ubiquity 

with which cultural engagement involves architecture. When discussing intersubjectivity between a body 

with movement potential observing a body in motion, it is worth considering that the human eye 
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prioritises kinetic activity, with the biological movement of animals, and most of all humans, of the 

highest importance (Calvo-Merino and Haggard, 2008, 913). The camera in Lucy Gunning’s video work 

Climbing Around My Room is unwavering in its attentiveness to the movements of a singular human 

subject, a woman in a red dress. This intense visual access to her actions mirrors the priorities of the 

human eye. The work’s audio component intensifies the visual information by amplifying the sounds 

associated with her movements – her skin squeaks as it slides along the surface of the wardrobe and a 

shelf creaks under her weight. This biological connection through sensory input contributes to the 

phenomenology of intersubjectivity within artworks, and specifically works involving movement 

intervention such as Climbing Around My Room. Husserl’s notion of pairing and primary intersubjectivity 

will here guide the discussion of MIWA presented in this section. One’s past experiences can inform 

present and future experiences that offer analogous conditions. Layering of past experience onto current 

experience happens passively, without conscious inference (Husserl, 1950, 141). Husserl also regards 

pairing, the involuntary associative bonding of self and other on the basis of bodily similarity, as being 

achieved passively. This most fundamental form of empathy targets the somatological level (Ibid., 148). 

Unlike a unidirectional encounter with an object, transference between two persons moves in both 

directions.10 In the instance of Gunning’s video, the performer is regarded as ‘the other’ and the viewer as 

‘I’. It is likely that the viewer (‘I’) has experienced, personally or through observing another person, the 

traversal of a vertical surface (i.e. climbing a ladder). It is less likely that this has occurred under the 

circumstances presented within the video – namely, negotiating the topography of a domestic interior’s 

perimeter without touching the ground. With this we see an extension of Husserl’s notion of pairing as, 

through an encounter with this MIWA video recording it is possible to shift the viewer’s self-experience 

of architecture through observation of ‘the other’s’ experience of architecture.  

                                                
10 Dan Zahavi articulates this point in a useful way in stating that, “In coming to understand the other, I draw on 
what I know from my own case…through my encounter with the other, my own self-experience is also modified” 
(Zahavi, 2012, 236). 
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An important step towards identifying the phenomenological effects or, to use Gumbrecht’s term, 

‘presence effects’, of this example of MIWA is to examine the dynamics of the figure’s actions within the 

work. Maxine Sheets-Johnstone proposes the notion that all movement possesses qualitative structures – 

tensional, linear, amplitudinal, and projectional (Sheets-Johnstone, 2011, 514). She explains that these 

qualities were discovered, “in the course of following Husserl’s classical phenomenological method and 

of engaging in a phenomenological analysis of movement” (Ibid.). The four qualities comprise two 

subgroups: spatial (linear and amplitudinal) and temporal (tensional and projectional) (Ibid., 123). Let us 

now extend Sheets-Johnstone’s theory to a discussion of the relationship between the moving body and 

the built environment. In Climbing Around My Room the linear and amplitudinal qualities of the figure’s 

movements present a contradiction. By adhering to the room’s perimeter the climber uses her body to 

trace the longest line possible within the room. However, the fact that the line is traced twice emphasises 

the limiting effect of the room’s constricted dimensions upon the subject’s movement loop. Amplitudinal 

qualities have to do with the magnitude of a movement—its expansive or contractive, extensive or 

constrictive qualities (Ibid., 124). Thus the amplitudinal quality presents a contradiction between the 

performer’s expansive movements and the restriction of the room’s dimensions pushing back on her. The 

centre of the room, never visually represented but rather occupied by the camera, becomes void-like, 

seemingly unimportant to the woman. A crucial component of this artwork is the idiosyncratic movement 

quality of the performer, coupled with a sense of her exceptional physical aptitude. Her movement 

qualities inform the nature of the connection between the viewer and the subject and their respective 

experiences of the space they occupy. The relationship between self and other is addressed in Adorno’s 

mimesis11 and Merleau-Ponty’s reversibility.12 However, we will focus primarily on Husserl’s notion of 

                                                
11 Mimesis is central to Adorno’s praise of art over philosophy. Richard writes that according to Adorno, “In art the 
mimetic faculty, long repressed, is emancipated; one no longer need suppress the desire to be “like” the Other.” 
Adorno’s use of the term mimesis is about the freedom from the (capitalist) tendency to objectify the Other, freedom 
from Being-for-Other. It is the sensuous qualities of art, versus the conceptual quality of philosophy that facilitate 
this mimetic engagement (Wolin, 1990, 42-43). 
12 Reversibility presents a mirroring phenomenon in which subject and object are simultaneously coemergent: 
forever unified, continually mirroring, echoing one another (Merleau-Ponty, 1980, 303).  
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pairing to discuss how MIWA, beyond habitual actions ordinarily observed, has the potential to modify 

the viewer’s self-experience regarding architectural space. Husserl regards this corporeal understanding of 

‘the other’ based on bodily experience as concrete intersubjectivity versus secondary intersubjectivity, 

which concerns inner states or emotions (Husserl, 1973, 435a). The discussion here will adhere to the 

concrete, arguably more straightforward type of intersubjectivity, and how MIWA expands this notion by 

offering both the concrete experiencing of the body and the concrete experiencing of the body in built 

space.  

In a related vein, Paul Crowther identifies specific aspects of the experience of a visual artwork 

according to the ways in which basic visual and spatial perception are heightened and how these aspects 

relate to one another (Crowther, 2009). He then examines how each of these components situates the 

viewer within a unified field of all the visual elements involved and, therefore, the work as a whole (Ibid., 

21). Crowther builds upon the work of others in discussing how phenomenological depth factors play a 

role in aesthetic experience, providing an account of how the perception of artworks can result in their 

modification. This pre-reflective or pre-conscious experiencing of an artwork is presented as absolutely 

crucial, if not central, to the study of aesthetics. The ontological reciprocity of subject and object of 

experience describes the dynamic for the experiencing of phenomenological depth, especially as the 

relation between subject and object of experience changes character on the basis of different modes of 

perception and action (Ibid., 3). Different modes of experiencing are organised by Crowther according to 

various art media. The way in which he applies his analytic phenomenology to these media will be called 

upon to examine the specific qualities of MIWA as an artistic practice. It is important to bear in mind that 

even pre-reflective experiencing is made possible by previously acquired skills. In Crowther’s words,  

“These operations are possible because cognition’s pre-reflective modes are 
informed by a massive stock of tacit background knowledge, and cognitive competences 
and dispositions which give sense to the subject’s particular perceptions. Included in this 
structuring are three very broad factors which…have a special relevance to the visual 
arts. These are the tacit enabling conditions of immediate perception…the constituitive 
role of imagination [and]…understanding of the basic structure and scope of self-
consciousness and agency” (Ibid., 4-5). 
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The ‘sense’ that informs pre-reflective experiencing described above will next be considered alongside 

Husserl’s notion of concrete, or primary, intersubjectivity to give an account of the reception of artworks 

involving human performance within the built environment.  

According to Husserl, experiencing ‘the other’ contributes to the two-foldedness of self-

experience, comprised both of the internal experiencing of one’s own body (ipesity) and accounting for it 

as a three-dimensional object visually and tactilely (alterity) (Husserl, 1973, 263a).13 Crucially, Husserl 

further asserts that, “bodily self-experience characterised by remarkable interplay between ipseity and 

alterity” is “one reason I am able to recognise other embodied subjects” (quoted in Zahavi, 2012, 239). 

This two-foldedness is posited as the basis for intersubjective empathy. This concept can be directly 

applied to a discussion on the performer-viewer relationship, concerned as it is with empathy on a 

somatological level. According to Husserl, this comprises the most fundamental form of empathy that is 

explainable through pairing (Husserl, 1973b, 15). It is important to mention here the contemporary critical 

dialogues regarding kinaesthetic empathy that extend outside of a philosophical context to include 

neuroscience and what are known as ‘mirror neurons’. In brief, it is proposed that these mirror neurons 

generate neurologically similar activity in the brain in the related instances of: a) observing a human body 

in motion and b) performing the movements observed (Fadiga et al., 1995, 2609). However, other 

participants in this dialogue warn against accepting an empirical methodology in its current iteration as 

explanation of internal experiences of movement (Paterson, 2012, 489). According to Paterson, 

 “What lies in common is the understandable need to consider the intersubjective 
nature of proprioceptive and kinaesthetic performances, but the leap to import empirical 
neuroscientific findings distilled into popular form, an intriguing yet nonetheless 
decontextualized theory of mirror neurons speculatively re-applied to contexts such as 
dance, should give us pause” (Ibid., 491).  

 
Here we will heed Paterson’s advice and adhere to Husserl’s original notion of pairing to examine the 

way in which the theory of mirrored experience conflicts with his theory of transcendental 

                                                
13 Let us also note Merleau-Ponty’s contemplation of the understanding of one’s own body or the body-self. 
According to Merleau-Ponty, the body-self is the other also to itself, since the body-self is never totally known and 
perceived by itself (Merleau-Ponty, 1989, xii). 
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intersubjectivity. Husserl posits that if it were possible for one to experience what another experiences, 

the difference between ‘I’ and ‘the other’ would dissolve (Gallagher et al., 2008, 204). Instead, self and 

other are maintained and Husserl concludes, “that we are not dealing with an ineffective mirroring 

(kraftlose Spiegelung), but that the being of self and other are constitutively intertwined” (Zahavi, 2012, 

245). It is not that the viewer is having the experience of climbing around the room, but rather that the 

actions of ‘the other’ inform the viewer’s self-experience, and thus alter the viewer’s understanding of the 

world (in this case a domestic interior). 

Let us consider an artwork that incorporates an even greater gap in physical ability between the 

performer and viewer – Body in Flight (Delta) by Allora and Calzadilla. Moholy-Nagy, pioneer of 

Modernist art and theory, provides a useful description of the trained body, which at the time of the 

Bauhaus and Körperkultur was most commonly a gymnast, “the effect of this body mechanism 

(Körpermechanik)…arises essentially from the spectator’s astonishment or shock at the potentialities of 

his own organism as demonstrated to him by others” (Schlemmer et al., 1961, 54). Here the discussion of 

pairing is extended by Moholy-Nagy to a display by ‘the other’ capable of eliciting a heightened response 

in the observing individual. Body in Flight (Delta) (Figure 2.01) induces this astonishment at the body’s 

potential as a gymnast performs a routine on an architectural component of an airplane. Sheets-

Johnstone’s suggestion that Husserl’s concept that ‘I can (do)’ is preceded by ‘I move’ and ‘I do’ 

identifies movement as the basis for our perceptual awareness of self and of being alive (Sheets-

Johnstone, 2011, 273). The act of observing moving or doing executed by another is both informed by 

and informs the observer’s repertoire of ‘I can’.  

The type of seat of Body in Flight (Delta) is likely to be familiar to the viewer as either a 

culturally or personally/physically experienced object. Thusly, the pre-reflective, intersubjective 

engagement of the performance described above disrupts previous notions of ‘I can’ in relation to this 

item of furniture. This is accomplished by demonstrating the use of an architectural component by a 

human body that lies well outside of the ‘I cans’ of all but the athletic elite. The gymnast’s kinetic 

relationship to the airline seat has the potential to both astonish the viewer and disrupt his/her 
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understanding of ‘I can’. While acknowledging her professional qualifications and national competition 

uniform, what communicates most strongly to the viewer is the tensional quality  
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Figure 2.01.  Body in Flight (Delta), Allora and Calzadilla, 2011, photograph of live 

performance 
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of the gymnast’s movement. The effort she is able to put forth by virtue of physical strength and agility 

exemplifies Sheets-Johnstone’s tensional quality (based on sense of effort) at an exceedingly high level.  

Although Sheets-Johnstone’s qualitative structure of movement quality involves perception of 

self-movement, let us also consider movement quality within the context of Husserl’s theory of 

intersubjectivity, that what is observed in ‘the other’ informs an understanding of self-movement. 

Jonathan Owen Clark’s description of the three-foldedness of dance, or in this instance, performed 

movement, reinforces the connection between this application of Sheets-Johnstone’s theory and Husserl’s 

pairing. Clark postulates that the presentation of another moving body or bodies through dance 

triangulates the two-folded relationship the viewer has with his/her own body (Clark, 2011, 15). This 

three-foldedness facilitates a phenomenological factor crucial to the discussion here: the way in which 

dance both extends the viewer’s movement repertoire of potential ‘I can’s’ while also consolidating the 

experiencing of his/her own body (Clark, 2013, 27). It is arguable that looking at the intersubjective 

relationship to the moving body and the moving body in built space, introduces a four-foldedness of 

dance, or the performance of movement. These experiences of perception precede semiotic consideration 

of topics surrounding meaning, such as the relationship of Body in Flight (Delta) to power and industry 

and its relationship to luxury and social status.  

Another example of the pre-reflective experience of MIWA is Trisha Brown’s Man Walking 

Down the Side of a Building (1970). Brown’s performance reaches (nearly all) its audience through lived 

experience and remembered action by presenting one of the most instinctively acquired basic actions of 

all. The easy recognition of the act of walking distracts from the large discrepancy between the mechanics 

of everyday walking and the performer’s locomotion that Brown labels as walking. Despite the body’s 

90° rotation, rendering it prone, with feet on a vertical surface, the performer displays identifiable aspects 

of walking erect on a horizontal surface. The arms swing in opposition to the legs and the body alignment 

is straight from head to foot even though neither of these characteristics would be natural to the reoriented 

action. In fact, maintaining this body alignment is an extreme challenge of a performer’s strength and 

balance. The arms would not naturally swing back and forth from the shoulder socket; rather, the swing is 
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choreographed and actually complicates the maintenance of balance. This careful orchestration of the 

illusion of walking on a vertical surface allows the viewer to identify, albeit falsely, an action he or she 

can and does execute regularly. In the context of Sheets-Johnstone’s movement qualities, the spatial 

qualities of the man’s movement are the most prominent, particularly the linear quality. With a single, 

dramatic change in linear orientation, Brown transforms a quotidian activity into an extraordinary 

spectacle, as height and gravity exponentially increase the degree of risk and danger of a two-minute 

walk. However, in the case of Man Walking Down the Side of a Building, the viewer’s experience of 

‘walking’ is illusory; what is identified as walking is not, in fact, walking at all. Thus, the illusion Brown 

creates offers a new experience of an everyday architectural feature in an urban environment. The artwork 

thus instigates a process of aesthetic negativity, as will be further explored in Section 2.4. One final 

phenomenological component of Brown’s work to consider is the medium. The viewer may encounter a 

single work as a live performance, a video or a still photograph, and perhaps all three on separate 

occasions. Peggy Phelan reflects on her personal experience with various works by Brown, 

“I consciously conjured recollections of [Trisha] Brown’s earlier work: on roofs in 
downtown New York, gesturing, a human semaphore sending coded messages across the 
city; in a harness walking up a building’s exterior wall; floating on a raft in a lake, arm 
upraised; bowing at the Brooklyn Academy of Music. But suddenly a sharp doubt hit me. I 
could not discern which of my memories came from performances I’d seen and which 
memories were derived from photos, videos, descriptions in newspapers...Brown’s work 
now appeared to me as a kind of dense film, projected at slow speed, half Hollywood 
glamour pic” (Phelan, 2004, 14).  

 
Phelan’s observation on memory in relation to the moving body is especially interesting in light of her 

1993 essay ‘Ontology of Performance’, arguing against the recording or documentation of performance. 

Artists respond to the locational specificity of MIWA in different ways. The audience may be brought to 

the architectural site, the architecture may be quoted in a gallery setting, or the intervention may be 

conveyed by photograph or video. We can consider how these choices relating to site can change the 

phenomenological experiencing of it or give rise to certain ‘presence effects’ depending on the medium. 

Crowther’s notion of art’s phenomenological depth hinges on the thingly qualities of an art object itself 

and the reciprocal relationship between the viewer and object of experience (Crowther, 2009, 3). The 



 
 

60 

viewer brings a unique knowledge of self and architectural world that shape the (pre-reflective) 

perception of the thingly qualities of the art object (Ibid., 5). This account of the pre-reflective 

experiencing of art, or its ‘presence effects’, and of MIWA in particular will now be followed by a 

consideration of its ‘meaning effects’.   

 

 

2.3 Meaning attribution of MIWA 

Gumbrecht proposes that the tension between ‘presence effects’ and ‘meaning effects’ is present 

in every human experience; however, due to the value placed on meaning in contemporary society, a 

specific framework is required in order to truly experience this oscillation (Gumbrect, 2004, 107). He also 

states that that aesthetic experience provides a ‘heightening’ of the provocative tension and unrest of this 

oscillation or instability that goes beyond what is given in everyday experience. Gumbrecht references 

Niklas Luhmann’s theory of social constructions and the ‘system’ of art contained therein. The sensuous 

nature of the material of art sets the art system apart from other systems and accounts for the unique 

dynamic between perception and communication that we experience through art (Wolfe, 2009, 233). It is 

unlike the system of language, in which consciousness and communication are locked into an established 

relationship (Ibid.). Cary Wolfe paraphrases Luhmann when he states, “the artwork copresents the 

difference between perception and communication, and this difference is what allows art to have 

something like a privileged relationship to what is commonly invoked as the ‘ineffable’ or 

‘incommunicable’” (Ibid.). Thus it follows that art has a special function within social systems as it 

allows for the communication of perceptions and operations of the closed psychic systems, or human 

beings, between one another (Halsall, 2008, 59). Francis Halsall further argues that individual artworks 

are not to be regarded as closed systems themselves, but as being situated within complex systems (Ibid., 

127), and that the works themselves are complex, postulating that this complexity will prevent 

identification of singular definitions of a work’s representative content (Ibid., 146). Luhmann refers to 

this internal complexity of the elements as ‘immanent constraint’, “not yet at the system’s disposal, yet 
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which makes possible their ‘capacity for unity’” (Luhmann, 1995, 24). It follows that an element, in this 

case an artwork, is not characterised as having the ‘capacity for unity’, nor, in its complexity, can there be 

the identification of a singular meaning. This way of understanding an artwork will be reinforced by the 

theory of ‘aesthetic negativity’ as described by Theodor Adorno and recently rearticulated by Christoph 

Menke. The artworks introduced in Chapter 1, some of which have been addressed previously in this 

chapter, will illustrate this discussion. 

It is important to clarify that although Adorno may be the most recognised philosopher of 

aesthetic negativity, his theory builds on a prior context of definitions and parameters offered by other 

thinkers such as Kant, Nietzsche and, at least initially, Alexander Baumgarten. We will give a brief 

historical sketch in what follows. The regard for aesthetics as an independent philosophical discipline 

arguably originated with Baumgarten (Hammermeister, 2002, 4). He identified the realm of the senses as 

containing a unique mode of cognition (cognito sensitiva), arguing for its richness, complexity and 

necessity (Ibid., 6-7). Kant, however, developed a different explanation of aesthetic experience based on 

an argument for aesthetic judgement. Kant outlines the utilisation of concepts to attempt to understand 

beauty in his presentation of four features or ‘moments’ of aesthetic judgements in the Critique of 

Judgement. For Nietzsche, art can facilitate an experiencing of the chaos of nature, its Dionysian aspect, 

and is a demonstration of human freedom. Art is assumed to possess the power of revelation, and it 

follows that there is meaning that has formerly been established that these revelations disrupt (Deranty, 

2009, 2). This lineage brings us to Adorno and his consideration of artworks of the modernist era as being 

drawn to what was repressed by the established culture (Adorno, 1998, 25). Adorno expands his notion of 

aesthetic negativity in his later work and formulates a conception of art that sees it as a critical negation of 

society. This aspect of Adorno’s thinking has been carefully rearticulated by Christoph Menke in terms of 

semiotic vocabulary. Menke speaks of the processual negation of meaning occasioned by the experience 

of certain artworks, a negation that continuously undermines definitive identification (Menke, 1999, 25). 

This concept will now be applied to a discussion of MIWA.  
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Here we return to the video work Climbing Around My Room, now highlighting aspects of the 

reflective experiencing engendered by MIWA, in addition to the pre-reflective experiencing considered in 

the preceding section. We can speculate as to some of the resultant attempts at meaning attribution: the 

room might be regarded as representative of something else—the performer’s mind or her body, for 

example. Her movement could therefore be a metaphor for concepts of psychological entrapment, or even 

an auto-erotic exploration with the bedroom as body (Bush, 1995, paragraph 2). Her movement within the 

room can ‘represent’ or ‘mean’ any number of things – its size, sparseness and utilitarian appearance may 

allude to economic or class status. According to Menke, “the negation of automatic understanding that is 

reflected in the vacillation of the aesthetic signifier is an event immanent to aesthetic experience: it 

negates precisely that automatic understanding that we attempt to carry out in the identification of 

aesthetic signifiers by releasing the processuality of this understanding” (Menke, 1999, 25).  The 

vacillation of the aesthetic signifier and the consequent deferral of meaning identification qualifies 

Gunning’s video as an artwork that is, according to Menke, stringent in its aesthetic negativity. Menke 

goes on to postulate that the degree of stringency is in direct correlation with the aesthetical value of an 

art object, providing criteria therefore for aesthetic value judgments (Ibid., 66).  

We will also now consider Menke’s account of the action of ‘quotation’ within art. Consider the 

following: “Our knowledge of contexts of use, which guarantees automatic understanding, is now 

replaced by the quotation of contextual assumptions. The contexts of use that we employ for aesthetic 

elements can never, as quoted contexts, attain the validity of stable foundations.” Menke continues, 

“Quoting is the form of aesthetic showing…[it] introduces a ‘range of variation’ into the internal structure 

of understanding that infinitely delays its identifications” (Ibid., 33). Artworks that depict architecture 

necessarily incorporate quotations and thus contextual assumptions. According to Menke’s argument, 

these quotations are a part of the mechanism for delaying the identification of the work as a whole (Ibid., 

33). Also, identification of the quotation within the work, in this instance architecture, can itself be 

delayed. Here MIWA demonstrates its ability to extend the ability of quotation to generate meaning in 

more than one respect. Razmi relocates the existing choreographic piece, Roof Piece by Trisha Brown 
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(Figure 2.02), from its original staging on the rooftops of Manhattan in 1971 to a residential area of 

contemporary Tehran in 2011 (Figure 2.03). As described in Chapter 1, the tops of residential buildings in 

Tehran became politicised by illicit verbal protests, projected through the voice from these undetectable 

locations. The viewer brings knowledge of the architecture’s original ‘context of use’, the lower 

downtown area of New York City, to the experiencing of Razmi’s video. In the words of Adorno, “they 

[these quotations] enter into them [the works of art] as if from afar and are transformed into something 

different as soon as they do so” (Adorno, 1998, 199). Also, the quotation of the choreography of Brown’s 

Roof Piece by Roof Piece Tehran creates a platform for the quotations of Tehran and New York City to 

give rise to any number of meanings. 

In the video work Broken Time by Jane and Louise Wilson, architectural quotation coupled with 

its movement quality destabilises the process of identifying a singular meaning of the work; an oscillation 

between material and meaning defers such identification. The quotation is of a building with an 

established identity, namely the Gateshead parking structure that served as a landmark to the local 

community as well as achieving national notoriety. Figure 2.04 illustrates the disparity between the  
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Figure 2.02.  Trisha Brown performing Roof Piece, 1973, photograph © Babette Mangolte 
 

 
 

 
 

Figure 2.03.  Roof Piece Tehran, Anahita Razmi, 2011, video still 
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Figure 2.04.   Trinity Square Car Park, Rear of West Street, Trevor J. Ermel, 1980, 
     photograph 
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nearby brick two-storey residential structures and the scale, form and material of the concrete structure 

intended to service the adjacent shopping mall. Speaking to the inefficacy of such post-war Brutalism in 

the U.K., Hatherley observes, “caught in the grim paradox of nostalgia for a time yet to come, the utopian 

imaginary that lies behind any project to remake the world has atrophied” (Hatherley, 2008, 8). The 

striking visual of the racers’ movement through the concrete space can be read as a projection into the 

future, staging actions within a time yet to come. The movement intervention also disrupts contextual 

assumptions in its quotation of the disabled (paraplegic) body. The parking structure’s ramped transition 

between levels allows the disabled racers to move faster than the runners. And to speak in terms of 

Sheets-Johnstone’s qualitative structures of movement, the gliding quality of the wheeled movement 

possesses a far smoother linear quality than that of runners on foot. Sheets-Johnstone makes clear that 

such qualities are only separable reflectively (Sheets-Johnstone, 2011, 143). And the disruption of 

automatic understanding by the aesthetic experience of the video work proliferates a nexus of wholly new 

potential meanings. 

Another important consideration when approaching MIWA via Adorno’s definition of aesthetic 

negativity is to consider how the meaning of artworks can find a ‘grounding in somatics’. Mark Johnson, 

for example, has argued that human meaning is fundamentally embodied, and upholds art as an exemplar 

of such meaning-making. For this he credits the sensual nature of its communication and the way that 

aesthetic experience is an embodied experience. He defines five levels on which meaning (and mind) are 

embodied: the body as biological organism, the ecological body, the phenomenological body, the social 

body and the cultural body (Johnson, 2007, 275-77). Each of these levels contributes to the experiencing 

of an artwork that presents human movement within the context of the built environment. Looking to 

Razmi’s video work Roof Piece Tehran discussed in Chapter 1, Sarah McCrory, Curator of Frieze 

Projects, states that, “If she [Razmi] had wanted to show something like an underground meeting of 

dissidents, something directly political, it might not have worked as well. [But] showing people dancing 

quite beautifully makes a much stronger point” (quoted in Jobey, 2011, paragraph 13). The strength of 

this point is, of course, dependent on the architectural context of the dancing. McCrory’s observation 
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aligns with Johnson’s theory in that the embodied nature of dancing endows the artwork with meaning 

more effectively than a language-based approach. Here we may also include our earlier discussion of the 

role of the body in Luhmann’s social systems. Halsall articulates that, “the body is not only the 

environment for social systems but can also migrate between them and irritate them as it does so. When it 

does this the body can disrupt the hygiene of the apparently impersonal operations of social systems, in 

this instance of architectural systems, with a joyful, messy corporality with both aesthetic and political 

implications” (Halsall, 2010, 19). The potential aesthetic implications of the body as an ‘irritant’ alluded 

to here by Halsall resonate with Johnson’s conception of embodied meaning. And the sensuousness of 

corporeality and the understanding of the sensuousness of ‘the other’ make the body a unique type of 

irritant, one that migrates between systems and communicates meaning. 

 But to stay with Johnson’s theory of embodied meaning for minute, consider the use of a spatial 

or architectural echo utilised in the context of reception for artworks using movement intervention. The 

installation of Roof Piece Tehran creates a parallel scenario between the dancers stationed on the rooftops 

and the viewers stationed at the various screens. Twelve video cameras were used to record Roof Piece 

Tehran, with one camera dedicated to each dancer as they moved simultaneously, and the work was 

subsequently shown on twelve wall-mounted screens at different points throughout the Frieze Art Fair. 

The oscillation between material and meaning, as articulated by Menke, is strengthened by the spatial and 

architectural experiencing by the viewer in addition to the content on the video screens. Such integration 

of the embodied experience of the viewer is also present in Climbing Around My Room. Lucy Gunning 

takes into consideration with this work as well as others, “the viewer’s physicality while they are 

watching” (Fortnum, 2007, 67). In the instance of an art exhibition, the ‘watching’ is most likely to occur 

within architectural space. Gunning’s degree of awareness of this aspect of movement intervention is 

demonstrated by her installation of Climbing Around My Room. Figure 2.05 shows the video playing on a 

monitor on the same set of shelves that the performer scales in the video, which happen to be in the 

artist’s studio. When exhibited at Matt’s Gallery in London, Gunning constructed a wooden shelf on 

which to situate the video monitor, thus engineering a type of architectural ‘echo’. This echo deepens the 
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Figure 2.05.  Climbing Around My Room, Lucy Gunning, 1993, video installed in studio 
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phenomenological depth of the work as the viewer now has the opportunity to understand the woman’s 

physical engagement with the shelving by experiencing similar shelving in situ whilst viewing the video. 

Here Johnson’s theory of embodied meaning extends both aspects of the aesthetic experience – through 

the body of another in an architectural space as having meaning, and the shelf to be experienced by the 

viewer with his/her own body. Johnson clearly acknowledges that his argument for meaning as 

experiential or embodied lies outside of the predominant contemporary analysis of meaning as based in 

language and the conceptual (Johnson, 2007, 270). His theory is therefore not meant to underestimate the 

contribution of Anglo-American analytic philosophy, but critiques the predominant stance contained in it 

that dismisses experiential aspects of meaning proper; moreover this is “catastrophic from the perspective 

on an adequate account of meaning, because it peremptorily eliminates from consideration most of what 

goes into human meaning-making, particularly all of the body-based dimensions” (Ibid., 271).  And to 

bring two separate strands of this chapter together Gumbrecht’s reasoning that an aesthetic experience 

would not exist without a presence effect (Gumbrecht, 2004, 11) can be in a precise relation to augment 

Johnson’s account of meaning as embodied. An artwork relies both on presence and the oscillation or 

tension between presence and meaning. To again reference Razmi’s video installation at the Frieze Art 

Fair, the viewer encounters the dancer on each screen as a silent, isolated individual, yet the dancers’ 

identical costuming and movement qualities create connections and a unity across the space. Thus, 

meaning effects, potentially related to the political underpinnings of communication on Iraqi rooftops, can 

also be experienced through the body at the Frieze Art Fair, through the presence effects that the 

installation of the art object affords.  

 

2.4 Perception and affordance in MIWA 

In this section, our previous general characterisation of the term ‘architecture’ will narrow to a 

particular architectural style generated during specific historical and cultural circumstances. Perceptions 

of modernist and subsequent Brutalist architecture will be explored, as will the connection between these 

perceptions and James Gibson’s psychological theory of affordances. The discussion will begin by 



 
 

70 

addressing the critical role of photography within the modernist architectural movement and then proceed 

to examine the ways in which photography and video are used in MIWA, acknowledging both connection 

and divergence therein. Greater specificity of subject matter and the application of Gibson’s ideas about 

the intrinsic meaning of objects (here applied to architectural objects) will build on the discussion 

originated in section 2.3 regarding the ways in which artworks containing movement intervention might 

defer meaning attribution via a process of aesthetic negativity.  

Photography was strategically employed by the modernist movement to establish and reinforce 

particular modes of perception, especially by the architect and theorist Le Corbusier (Colomina, 1996, 

107). von Moos comments that for Le Corbusier, “architecture is a conceptual matter to be resolved in the 

purity of the realm of ideas, that when architecture is built it gets mixed with the world of phenomena and 

necessarily loses its purity” (von Moos, 1979, 301). Colomina applies von Moos’ observation to the 

relationship Le Corbusier shared with the still image, “when this same built architectural piece enters the 

two-dimensional space of the printed page it returns to the realm of ideas…Conception of the building 

and its reproduction cross each other again” (Colomina, 1996, 114 and 118). Le Corbusier consistently 

employed the photograph to return his architectural works to this ‘realm of ideas,’ thereby representing 

what could be called its ‘pure form’. Perpetuating and propagating the notion that architecture, and 

specifically modernist architecture, could possess a certain ‘purity’ was expertly achieved through this 

mode of documentation. 

Mies van der Rohe’s the Barcelona Pavilion is an exemplar of this mode of representation. Figure 

2.06. is a typical example of the portrayal of this iconic building in the popular media and professional 

publications, more or less consistently from its inauguration in 1929 to the present day, The placement of 

the rug and chairs in the image appears to be almost mathematically calculated. The light is diffuse, not 

specifying a particular time of day, and the composition lends a sense of movement to the architectural 

components. Mies’ work is often described as having a horizontal floating quality in which the border 

between inside and outside is permeated in each direction (Gropius, 1963, 171). The ratio of empty space 

to the number of objects and the exclusion of the living human figure in favour of representing the static  
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Figure 2.06.  ‘Mies in perspective II’, Barcelona Pavilion, 2008, photograph, © JuanVan 
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and idealised sculpture as solitary subject are representative of high modernist photographic framing 

devices and content choices.   

Morning Cleaning by Jeff Wall utilises the medium of photography to defy these established 

tenets through MIWA. The Pavilion is inhabited by a man in the process of cleaning it. The subject’s 

placement deep within the layers of an image draws the viewer past the foreground and into the three-

dimensional space represented by the two-dimensional image. The action portrayed fits squarely within 

most viewers’ kinetic ‘I cans’, as per the Husserlian use of the term discussed earlier. However, this 

readily relatable action of cleaning is not readily represented in relation to modernist buildings; rather, it 

is jarringly out of place. The cleaning process has displaced the chairs from their prescribed angles and 

distances from each other and the wall.  The long side of the rug is folded back and a film of cleaning 

solution coats the glass wall to the courtyard. Each of these deviations from the typical precision of high 

modernist buildings draws attention to this propagative strategy and undermines the capacity to return 

architectural design to ‘the realm of ideas’. First, a space that exemplifies purity would not, in theory, 

require cleaning. Also, rectangles of warm light anchor the space to a specific and repeating daily 

chronology rather than the scene existing as an idea. The man’s standard-issue boiler suit, mop and bucket 

make a connection between the Pavilion and other buildings cleaned with the same tools by workers 

dressed in the same uniform. Wall’s photograph seems to affirm Colomina’s statement that, “The 

conventional view portrays modern architecture as a high artistic practice established in opposition to 

mass culture and to everyday life. It has focused on the internal life of the supposedly autonomous, self-

referential object made available to a detached viewing subject, an art object. In so doing, it has neglected 

the overwhelming historical evidence of modern architecture’s continuous involvement with mass 

culture” (Colomina, 1996, 13). Furthermore, the staging clearly implies a causality between the room’s 

(dis)arrangement and the man’s actions. Despite his stillness within the photograph, there is evidence of 

his manipulations throughout the entire space. The obfuscation of the female nude sculpture in the 

courtyard, Alba by Georg Kolbe, by cleaning solution applied to the glass framing it, can be read as a 

particularly assertive action on Wall’s part to become, even if temporarily, the primary figure in the 
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space. This is an example of movement intervention utilising kinaesthetic empathy, or pairing – the ease 

with which the viewer can relate to the action of the figure – to disrupt an established meaning of a 

particular architecture. 

Let us now consider Gibson’s notion of affordances in relation to this discussion of the effect 

representation can have on perception of architectural space. In brief, Gibson defines affordances as what 

our environment offers, provides or furnishes for each individual/animal, in terms of the possibilities of 

action and movement in relation to this environment (Gibson, 1979, 127). Affordances are primarily 

surmised via visual perception (Ibid., 136) and are objective, real, physical, and invariable; what varies is 

the individual’s perception of them (Ibid., 127). According to Gibson, the act of perceiving is economical; 

one’s perception will exclude certain properties of an object if these properties are not perceived as 

offering an affordance (Ibid., 135). Perceiving the affordances of others in addition to self is important to 

socialisation (Ibid., 135) and will be considered here in relation to MIWA. But to return to the Barcelona 

Pavilion, and with regard to this framework of affordances: if the predominant depiction of the space 

reinforces its purity and situation within a realm of ideas, then an image showing the space affording a 

mundane action such as cleaning has the potential to shift the perceived affordances of the building. 

Husserl observes that, “In daily life we do not interact with ideal theoretical objects, but with tools and 

objects of practical or emotional or aesthetic or personal value” (Husserl, 1952, 27). This reasoning is 

reflected in Morning Cleaning; the archetypal photographic presentation of modernism is refuted through 

the use of ‘tools of practical value’ in a space originally purported to be comprised of ideal theoretical 

objects, and is further reinforced by depicting the space as physically mutable by what we are meant to 

regard as an ordinary individual. In accordance with Gibson’s description of affordance and socialisation, 

the viewer’s perception of what the Pavilion affords this individual (the cleaner) in turn informs his/her 

perception of what the building affords. Gibson also connects meaning and value to affordance, “the 

perceiving of affordance is not a process of perceiving a value-free physical object to which meaning is 

somehow added in a way that no one has been able to agree upon; it is a process of perceiving a value-

rich ecological object…Physics may be value-free but ecology is not” (Gibson, 1979, 136). It follows that 
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perception of affordances via movement intervention can shift what a built environment means, or can 

mean, to the viewer. The subtlety of the movement in Morning Cleaning is contrasted by the more 

physically dynamic examples of movement intervention under consideration, such as Climbing Around 

My Room and Body in Flight (Delta). The action in Morning Cleaning fits well within the kinetic 

repertoire of ‘I cans’ of the majority of viewers, whereas a woman scaling the walls or the manoeuvres of 

an elite gymnast are more likely to fit into their opposing ‘I cannots’. Whether the viewer experiences an 

ordinary movement in a culturally extraordinary space or extraordinary movement in a more ordinary 

space, each intervention has the potential to expand the perception of an architecture’s affordances.  

The importance of perception to subject-object relationships discussed by Gibson in relation his 

theory of affordances relates to Heidegger’s writings on the opposition between cognition and experience. 

Let us consider Gibson’s argument for the dependence of perceiving an object’s physical properties on 

involvement in the object’s affordances (i.e. physical properties not contributing to an affordance would 

go unnoticed) in relation to the following by Heidegger, “It is consequently not in theoretical observation 

but in practical use that worldly entities show themselves as what they are. More fundamentally speaking, 

it is not cognition—understood in a narrow intellectual sense as a theoretical detached observation—that 

establishes the relation between self and world…Cognition is a secondary modification of our primary 

being-in-the-world, and is only possible and attainable because we already are in the world” (Gallagher 

and Zahavi, 2008, 172-173). It is not an intake obtained by ‘detached observation’ that comprises what 

we perceive of an object nor what is meaningful about it. Instead, perception is attained through our 

being-in-the-world with it, or what Heidegger refers to as ‘readiness-to-hand’. Additionally, Heidegger 

relates being-in-the-world specifically to functions of building and dwelling (Norberg-Schulz, 1980, 6). 

The video work Broken Time presents individuals as they interact with a situated and worldly entity, 

namely the Gateshead parking structure (Figure 2.05). Potential meanings of the artwork and new 

perceptions of the architecture can here be conveyed via the performers’ primary being-in-the-world. An 

earlier discussion presented Husserl’s notion that our understanding of the world is intertwined with ‘the 
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other’ as his/her relation to worldly entities informs our own. Based on Husserl’s writings regarding the 

social aspect of our individual engagement with objects in the world, Gallagher and Zahavi state,  

“Our interest is guided by practical and social concerns, just as our actions are 
guided by patterns of normality, by how others act. When I use equipment or instruments, 
my goals are intersubjectively structured…How I use things is influenced by how I have 
seen others use them and by what other people expect me to do. More generally, action is 
always action in a particular environment that is both physical and social, and such factors 
shape our intentions” (Gallagher and Zahavi, 2008, 173). 

 
It follows that experiencing the Broken Time performers in the parking structure can inform the 

viewer of an alternative use for the structure other than parking. In this way, the Wilsons can participate 

in a critical dialogue on Brutalist architecture, much of which occurs through a theoretical dialogue that, 

according to Heidegger, is secondary to the phenomenological primary experience – here a movement 

intervention. As discussed previously, the performers’ quality of movement and physical characteristics 

reinforce the pervasive sense offered by Brutalism of a future somehow become lost. It challenges the 

popular opinion that the building was incongruent with its architectural surroundings by presenting 

runners moving through the parking structure and through the cityscape in a fluid rather than disjointed 

manner. According to Sartre, “To live in a world haunted by my fellowmen is not only to be able to 

encounter the Other at every turn of the road; it is also to find myself engaged in a world in which 

instrumental-complexes can have a meaning which my free project has not first given to them” (Sartre, 

1956, 509-510). Although Sartre’s words predate Gibson’s defining of affordances, if we read 

‘instrumental-complexes’ as Gibson’s objects, Sartre is essentially speaking about the role of socialisation 

and affordance. The viewer’s perception of what the parking structure affords may be altered and perhaps 

expanded by the movement of the Other, in this case the racers, through the space, and this alteration or 

expansion has the potential to be regarded as a mode of architectural critique.  

Another aspect of Broken Time related to architectural affordance is that some of the performers 

enacting the movement intervention are disabled performers, with two able-bodied runners and two 

athletes without the use of their legs. The way in which the other-abled body is represented lends the 

work phenomenological depth regarding the choice of performers. The disabled athletes, who have full 
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use of their upper body and no use of their lower body, are in racing wheelchairs that arrange the body in 

a consolidated and aerodynamic position. The line of demarcation between where the human body ends 

and the racing chair begins is not overly apparent. Within the context of the Brutalist future utopia (turned 

dystopic) the wheeled racers can be read as hybrid creatures, human and chair as one. The video cuts 

between an able-bodied athlete running and a racer on wheels moving through the parking structure. The 

ramped floors of the car park accentuate the discrepancy between the performance of wheels and human 

legs as the racers smoothly round corners with greater speed and grace than the athletes on foot. A 

structure eventually demolished due to its obsolescence as a parking structure is here used as an ideal 

environment for the wheeled racers. This is an example of movement intervention drawing attention to 

the individualisation of affordance and the constraints of verbal assignment of affordance (i.e. the name 

parking structure), thus challenging the viewer’s perception of the architecture featured in the video, with 

the potential to carry over to other built structures encountered in daily life. 
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Chapter 3 

Processes: Contexts of creation and reception 
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3.1 Introduction to practice as research in the arts (PaR) processes and case studies 

This introduction begins the presentation of case studies in which MIWA focuses on specific 

premises of modern architecture. The seven site-specific investigations were components of the evolution 

of artistic practice of movement intervention developed over many years. These case studies represent a 

diverse set of modernist projects, the earliest being from the Weimar Bauhaus, progressing to the early 

wave of Post-modernity in the U.S. The habituated perspectives of modernist architecture have largely 

adhered to the initial guiding parameters set out in the 1920s. In his 1919 Bauhaus Manifesto, Walter 

Gropius declared the completed building to be the ultimate aim of all visual arts. Le Corbusier and Pierre 

Jeanneret’s Five Points of Architecture, published in 1926, outlined the essential components to an 

entirely new kind of building. This new architecture rejected past building practices, references, and 

locational specificity in favour of industry and mass production. Modernism’s power of propagation is 

evidenced by the global ubiquity of many of its aesthetic values and building practices in the 

contemporary cityscape, from the glass and steel skyscraper to van der Rohe’s Barcelona chair. This 

universal presence incited criticism, “the fundamental mistakes of Mies’s modernism, namely, its 

negational stance relative to its context and its yields to the temptation of totalisation, which together are 

understood as the rejection…and the adherence to an autonomous, total design system, a singular 

aesthetic of universal applicability” (Lambert, 7). The intent of the interventions presented here is not to 

bolster anti-modernist backlash; instead, it seeks to investigate the functionality and affordance of 

modernist spaces from archetypal to derivative. Instead of focusing on a particular subset of modernism, 

the case studies endeavour to address the diversity of the movement over time and as it migrated from 

continental Europe to most other parts of the globe.  

It is important to clarify that the artistic methodology remains consistent regardless of differences 

in artistic medium from project to project. The works include still photographs, video, and live 

performance. The endeavour to utilise the most effective medium to disrupt the habituated meaning 

attribution of the architecture as considered within the framework of Adorno’s definition of aesthetic 

negativity established in the previous chapter. For example, for the Haus am Horn project I elected to stay 
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with the familiar mode of photographic representation for the Bauhaus, as even its performances are 

understood through still images. For the Salk Institute project, however, the quality of the performer’s 

movement was a key component of the work and therefore best accessed through the medium of video. 

The architecture itself offers an aesthetic experience, thus making the experiencing of the artworks 

inextricable from the experiencing of the architecture. 

Determining how to present the process of one’s own artistic practice to an external audience is 

not a straightforward endeavour. Here, two different tactics have been implemented towards this end.14 

Section 3.2, Movement intervention within post-war British architecture, utilises a comparative structure 

between two case studies – the artworks and their respective movement interventions within contexts of 

creation and reception. Section 3.6, Five additional case studies, aims to present the project details as a 

chronology, providing insight into these projects’ ideas and motivations as they occurred while carefully 

eschewing reflexive explanation of meaning or personal interpretation of the artworks. The question of 

whether artworks represented as photographic image, video, or live performance assume an extra-

aesthetic role by contributing critically to discussions on their architectural subjects will be addressed in 

this chapter. The case studies are here presented with the intention of reflecting the process of practice. A 

discussion on their interrelationships is included in the conclusion. 

 

3.2 Movement intervention within post-war British architecture15 

3.2.1 Introduction to movement intervention within post-war British architecture 

                                                
14 Kim Vincs addresses the relationship between the writing practice and artistic practice of the artistic researcher. In 
an account of how she resolves these aspects within her own writing and dance practice Vincs states, “I needed to 
find a methodology that would allow me to position the writing as thinking alongside the dance works…That is to 
say, I needed to position the writing as constructed by the desire of the writer rather than the inevitable revelation of 
a pre-existing ‘truth’ about the dance works” (Vincs, 2001, 12). Vincs goes on to explain that this methodology, 
“has been to re-situate the notion of embodied knowledge in relation to written text…This constitutes a refusal to 
allow the written exegesis to speak on behalf of the dance work. Instead, both dance and writing are positioned as 
diverse theoretical practices that function together to produce an understanding of danced subjectivity that is not 
completely defined by either” (Ibid., 16). 
15 Sections 3.2 – 3.5 are excerpts from: Henthorn, Jaimie (2014). Movement intervention within British post-war 
architecture. Journal for Artistic Research, Issue 5, Retrieved from: 
http://www.researchcatalogue.net/view/27285/27286 
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The photograph St Peter’s Seminary (Figure 3.01) and the video Bevin Court and the Sivill 

House (video still, Figure 3.02) are simultaneously autonomous, completed artworks and projects 

contributing to an on-going artistic research methodology. Both were created through movement 

intervention by the human body within architectural contexts. The generation of such works does not rely 

solely on an intuitive response to site. Rather, a text-based research process concerning the building that 

includes the cultural circumstance at the time of construction, the motivations of its architect(s), the 

choice of materials, etc., precedes the intervention thereby fortifying the creative process with a 

knowledge base that functions alongside more instinctive decision-making. 

These interventions address buildings categorised as Brutalist architecture, an architectural epoch 

of the recent past; yet, these still-standing structures also exist as objects in contemporary culture that 

continue to be addressed in a text-based form by historians and critics. However, if we consider that 

building and architecture are primarily about engagement with the physical body, investigation conducted 

through direct physical interaction will yield different findings than cognitive postulation. This logic 

informs my approach to architectural research through movement intervention. Here, the body is 

employed in this way, as a research tool and also as the artistic medium of my creative practice. 

According to a report by the Australian Examination of Doctoral Degrees in Creative Arts, “the conduct 

of research in, or through, creative practice is associated with the acknowledgement of uncertainty and 

contingency, the denial of grand narratives, a tolerance for complexity and confusion, and both 

willingness and capacity to be led by the data rather than by a predetermined point of view” (quoted in  
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Figure 3.01. St Peter’s Seminary, Jaimie Henthorn, 2011, photograph 
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Figure 3.02. Bevin Court and the Sivill House, Jaimie Henthorn, 2012, video still from 
6-minute video 
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University of Canberra, 2013, 12). This speaks to my mode of research; the intervention process begins 

with a predetermined approach and also a willingness for the process, once in motion, to influence the 

intervention and its outcomes. Such a methodology affords space for ideas and resources unforeseen at 

the outset to enrich the creative process. Referencing two of my own artworks provides insight into the 

process of creation and decision-making surrounding the artworks’ installation. Julian Klein relays a 

three-part categorisation of art’s relationship to research: art which is based on other research, art for 

which research or research methods are used, and art whose products are research (Klein, 2010, paragraph 

4). As will be described in this chapter, the works presented here fulfill all three of these categorical 

descriptions.  

Phenomenological analysis through Husserl’s notion of pairing, Maxine Sheets-Johnstone’s 

elaboration on the role of movement quality within the process of pairing, and the application of aesthetic 

negativity as defined by Adorno and rearticulated by Christoph Menke, will provide the theoretic 

framework for this discussion as in Chapter 2. The contexts of creation of artworks St Peter’s Seminary 

and Bevin Court and the Sivill House will be discussed in detail. Sections 3.3.1 and 2 and 3.4.1 and 2, Site 

specifics and Architectural intention, share the text-based aspect of the research process; sections 3.3.3 

and 4, Movement intervention, address the phenomenological experiencing of site and relay important 

details of the intervention process itself. Section 3.5, Context of reception, discusses the artworks’ 

exhibition and the ways in which exhibiting these artworks in a new architectural circumstance extends 

the artistic research process beyond the context of creation and into its presentation. The two movement 

intervention case studies that come together in the exhibition context allow us to consider the author’s 

PaR methodology within the contexts of creation and reception. 

 

3.2.2 Contexts of creation 

The interventions at Bevin Court and the Sivill House and at St Peter’s Seminary focus on a 

particular architectural epoch. The buildings are approached as physical as well as politicised objects. The 

investigations reach beyond basic categorisations such as Brutalist or ‘post war’ architecture by 
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employing the moving human figure to investigate the architects’ values and intentions and how the 

buildings exist within contemporary culture. The resulting artworks engage architectural aspects of each 

site to reflect their current state in a “heightened and enduring form” (Crowther, 2009, 5). While the 

contrast between the use and upkeep of Lubetkin’s Bevin Court and Sivill House and the desolation and 

disrepair of St Peter’s Seminary presents the most obvious point of comparison, both artworks 

demonstrate the human body’s capacity to facilitate the nuanced discussion of an architectural space. 

The artwork realised within the movement intervention's context of creation may be regarded as 

its result, product or outcome; however, here we will consider how an intervention has the capacity to 

extend beyond the context of creation and into the context of reception by the viewer. We will begin by 

establishing what the creation of these two intervention projects entailed. The context of creation of the 

author’s video work Bevin Court and the Sivill House and the photograph St Peter’s Seminary was 

informed by research on the historiographies of the sites, what was ascertained as to the architects’ 

intentions in designing and constructing these buildings, and preliminary site visits.  

 

3.3 Bevin Court and the Sivill House 

3.3.1  Site specific 

The ‘council housing’ block Bevin Court, completed in 1954, was built during a prolific era in 

Berthold Lubetkin’s career; however, his time in London following World War II was filled with 

bureaucratic obstacles and budgetary cuts, leading the architect to characterise this period as one of 

abandonment. The strong set of beliefs, skills, and experience cultivated by Lubetkin during his 

upbringing in Russia and Poland during the Russian Revolution and his education and early work as an 

architect in Paris and London ultimately resulted in his acute sense of the futility of attempting to design 

and build during the unprecedented austerity of post-war England. John Allan discusses the staircase at 

Bevin Court, “Its functional logic as the focus for access and servicing is self-evident, but in its symbolic 

suggestion of ‘social dynamo’ this astounding pivotal space reverberates with Constructivist echoes” 

(Allan, 1992, 424). Arguably attributable to these ideological echoes, the central stair fulfils more than its 
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perfunctory role –it has become a congregation point for the building’s residents. An outsider need not 

spend much time in the stair to observe social interaction between neighbours from the three arms of the 

building or, indeed, to participate in its friendly micro-culture; I was received with smiles and hellos 

while taking photographs. Multi-coloured scaffolding for restoration purposes encased the entire length of 

the central staircase of Bevin Court in 2012. Although it denies the aesthetic experience of the staircase’s 

bespoke beauty (Figure 3.03), the scaffolding is evidence of the vitality of this post-war residential block. 

Figure 3.04 reveals the addition of the colour red to the underside of the staircase as part of the 

refurbishment. 

Lubetkin’s Sivill House, a much taller council-housing block (Figure 3.05) in a nearby borough 

of east London, was completed later in 1962 and also features a central stair. According to Allan, the 

Sivill House presents the familiar Constructivist dynamic of the spiral ascent, where, “the curved landings 

and ceremonious loggia at ground level […] endow the communal areas with greater social importance 

and spatial identity” (Allan, 1992, 540). The decorative railings, large windows, and curved landings 

throughout its nineteen storeys provide an atmosphere in a space with a functional designation that is little 

more than a fire exit.  

 

3.3.2  Architectural intention 

In the conservative architectural atmosphere of post-war England, the staircase was a building 

element to which Berthold Lubetkin applied his exceptional aesthetic and engineering skills to 

communicate his steadfast political beliefs.16 Despite his embittered position in relation to the social and 

political circumstances of the time, Lubetkin continued to apply his Constructivist notion, that technology 

and architecture could be used as tools of social transformation, to projects in the 1950s and 1960s, 

including the residential estate commissions Bevin Court and the Sivill House. Both buildings are known  

                                                
16 Naturally any staircase is a sort of machine to climb up or to descend, but in the best Beaux Arts 
interpretation it is a display, it is a dance; and it certainly enriches the conception of human surroundings and 
the body if architecture can bring into everyday experience a sort of ballet-like quality – semi-poetic choice – 
in which otherwise is a purely utilitarian conception (Open University broadcast, 1978, side 1).  
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Figure 3.03. Staircase at Bevin Court, London, Steve Cadman, 2009 

 
 

 

Figure 3.04. Staircase at Bevin Court, London, Andrea Klettner, 2014 
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Figure 3.05. The Sivill House, exterior 
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for their spiralled central staircases, which are characteristic of the Constructivist movement. The 

attention paid to these singular architectural components is a credit to their exceptional design. According 

to Lubetkin, his Beaux Arts education set him apart from his English counterparts,  

“In all the ateliers of Beaux Arts we had to spend infinite time…balancing the 
staircase in various ways on the curve…Now on the other hand in this country [England] 
I have never seen this problem arise; the question is, you have got a formula of height and 
width and you just apply it automatically; as long as you are absolutely certain that you 
are not going to fall down because it is too steep or something, it’s all right, it fulfils its 
purpose” (Open University broadcast, 1978, side 1). 

 
The appeal of this approach is the prioritisation of the aesthetic in order to transform a resident’s 

experience within the stairwell. Discussing his post war buildings, Lubetkin said that, “the 

philosophical aim and orderly character of these designs are diametrically opposed to the 

intellectual climate in which we live…my personal interpretation is that these buildings cry out for 

a world that has never come into being” (Allan, 1992, 366). Owen Hatherley includes this 

quotation in his book Militant Modernism, as it reflects the pervasiveness of the unfulfilled utopian 

ideals of modernist architecture in Britain. Lubetkin regarded these staircases as elegant cries of 

protest, muffled by the limitations of the austerity measures that dictated most building decisions at 

that time. 

3.3.3  Movement intervention 

The previous two sections delineate my accumulation and synthesis of primarily text-based 

information regarding Lubetkin’s London tower-block housing. The physical encounter with the 

architecture during site visits also informed creative decisions regarding the eventual intervention. 

According to Paul Crowther, “whilst one can experience architecture as an ideal of artifactual creation at 

the level of ideas alone, in the actual presence of an architectural work things can be very different. Here 

what we engage with is not just the idea but the concrete way in which it is realised in this particular 

case” (Crowther, 2009, 185). The staircases in the two buildings provided experiences that were more 

different than similar. At Bevin Court, entering the building involves moving from the outdoors through 

to another open-air space where the main stair is located. The large diameter and overall scale of the stair 
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and the light and air allowed into this central space are not typical of London housing. The extroverted 

nature of the Bevin Court stair finds its opposite at the Sivill House, where the stair’s narrow, enclosed 

space is separate from the building’s main entryway and lift. The proximity of the concrete floors and 

walls and metal railings afford its user a more personal, even intimate experience with the structure. The 

spiral elicits a sense of wonder; with its sound insulation and dizzyingly distant termination point, the 

space feel apart from its surrounding urban activity. Despite their disparities, in both instances the visual 

and spatial experiencing of each stair’s geometry and balance makes returning to the city outside less 

appealing. 

Aspects of these visits, such as my own reluctance to leave the stair spaces and the notion to, with 

movement intervention, draw lines with the body corresponding to the contours of the staircases, 

influenced my decisions regarding the intervention. The resultant linear quality of the performers’ 

movements, as defined by Sheets-Johnstone, underscores the focus on geometry, a tenet of 

Constructivism, which informed Lubetkins’s building practice. The cooperative effort of the performers 

locomotion is also in keeping with Lubetkin’s spirit of Constructivism. At Bevin Court a performer 

walking down the stair is interrupted and sometimes redirected by her physical interaction with a 

stationary performer she encounters in her path. Their interactions intermittently form static shapes that 

echo the geometries of the architecture they occupy. At the Sivill House, a performer slowly ascends on 

hands and knees while a performer seated on her back glides up the stairs. In this way, the seated 

performer avoids the normal up-and-down movement of stair stepping and instead moves in the smooth 

linear trajectory of a spiral stair. These two videos share a temporal longitudinal relationship that can 

account for their shared qualities and ultimately, their differences. They come together as a comparative 

pairing, thus forming a single work. 

Let us also consider Crowther’s discussion of resonances between body and architecture – that 

their respective inner and outer components, erect stance, and composition form parts that create a whole, 

both characterised by symmetry and balance. He then posits that these resonances, “create an expressive 

orientation which points beyond the work’s purely functional significance, and can involve [an] extremely 
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active perception” (Crowther, 2009, 185). This shift towards active perception is augmented by 

performers moving through architecture, allowing the viewer to perceive actively in more than one way.  

The movement intervention at Bevin Court shifts from a normative vertical traversal of steps to 

horizontal rotations, movement suspensions, and seated balances. These movements do not fit into a 

category of utility, but rather demonstrate the potential for connection between the building's residents 

and its Constructivist ideals of tectonics, space and rhythm. Might this connection have helped these 

buildings evade the demolition that has been the fate of so many other public housing schemes of the 

same vintage? The Bevin Court video begins with a person jumping rope on a landing in the stairwell 

(Figure 3.06). This resident had emerged from a corridor of flats and begun jumping rope in a manner 

suggesting routine. The underdeterminacy of the communal stair's large volume in relation to the living 

spaces invites just such an overlap of actions. The synchronicity of the rope jumper and the movement 

intervention exemplifies a serendipitous outcome of the artistic research process; the video was edited to 

extend the rhythmic sound of the rope throughout its entirety.17 This synchronicity further disrupts an 

automatic understanding of the scenario, contributing to its aesthetic stringency, according to Menke’s 

definition. Also, Halsall’s description of the body’s ability to cross between social systems and irritate 

communication is evidenced by this intersection (Halsall, 2010, 4). It can be posited that the resultant this 

irritation contributes to the viewer’s aesthetic experience. At the Sivill House, with no indication of the 

start or end of the architectural feature or of the performers’ ascent, the camera frame and movement 

phrase together suggest an infinite spiraling of the stair. Thus the Bevin Court and Sivill House movement 

interventions’ investigation of a dynamic architectural component situated within a building with an 

innocuous facade demonstrates the human body’s ability to interact with and disrupt the meaning of the 

finer points of a built space.   

                                                
17 Donald Schön speaks to the professional practitioner in action, “The practitioner allows himself to experience 
surprise, puzzlement, or confusion in a situation which he finds uncertain or unique…He carries out an experiment 
which serves to generate both a new understanding of the phenomenon and a change in the situation” (Schön , 1983, 
68). He goes on to state that, “the exchange between research and practice is immediate, and reflection-in-action is 
its own implementation” (Ibid., 308-309). 
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Figure 3.06.    Bevin Court and the Sivill House, Jaimie Henthorn, 2012, video still of 
                                     man skipping rope 

 

 
 
 

Figure 3.07. St Peter’s Seminary, 2011 
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3.4  St Peter’s Seminary 

3.4.1 Site specifics  

The short documentary film Space and Light by Murray Grigor utilises St Peter's Seminary’s 

open sight lines and the rare Scottish sunlight to depict its students filing out of dormitory rooms, 

funnelling into staircases, and congregating over food and study, presenting this movement as a graceful 

flow within the built environment. Student numbers were under capacity during the filming of Space and 

Light in 1972 and continued to diminish. With the Catholic Church focusing on cultural integration in the 

1960s, the St Peter’s fortress-like image was precisely what the Church was trying to shed. This 

ambitious and idiosyncratic architectural project required significant labour and monetary resources for 

upkeep. These steep demands combined with low enrolment resulted in its closure in 1980.  

While the materials and design choices for the seminary challenged maintenance efforts, they 

contribute to its appeal as an architectural ruin. The durability of concrete has resulted in a grey structure 

surrounded by the rubble of less robust materials and invasive vegetation. The Seminary has been further 

invaded by a human congregation of squatters and ravers; sleeping bags, mattresses, clothing, food 

packaging, and general detritus abound. The seminary’s use as a drug rehabilitation facility in the early 

1980s may have alerted a related demographic to its otherwise obscure location; evidence of this includes 

the words ‘PLEASURE SCENE’ spelled out in white letters nearly a metre high across a concrete beam 

above what was the main floor of the building (Figure 3.07). In Pleasure of Ruins, Rose Macaulay 

observes that, “new ruins are for a time stark and bare, vegetationless and creatureless…It will not be for 

long. Very soon trees will be thrusting through the empty window sockets, the rose-bay and fennel 

blossoming within the broken walls, the brambles tangling outside of them” (Macaulay, 1953, 454). St 

Peter's deciduous setting is indeed conducive to rapid incursion of organic growth. The predicted rose-

bay, along with a variety of moss and fungi occupy the man-made geometries. This setting is not unlike 

the encroaching rainforest of Robert Smithson’s performance piece Hotel Palenque. Smithson’s careful 

photographic documentation of the dilapidated Mexican hotel, proximate to the tourist mecca of ancient 

Mayan ruins, captures a cycle of simultaneous decay and renovation, which he presented as a series of 
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slides to architecture students as a tongue-in-cheek representation of the inevitable entropy of 

architectural pursuits.  

 

3.4.2 Architectural intention  

As young architects, Andy MacMillan and Isi Metzstein of the firm Gillespie, Kidd and Coia 

worked with the Catholic Church of Scotland on an unprecedented number of projects during the post-

war building boom. With its innovative design and significant scale, St Peter’s College was regarded as 

the apex of this collaboration. The architects showed little restraint in borrowing contemporary 

architectural language from the International or modernist style acquired during their education at the 

Glasgow School of Art. Their referencing of Le Corbusier is so assertive that it is possible to read St 

Peter’s Seminary as a condensed composite of Corbusian quotations. Specific references to the signature 

ceiling and irregularly proportioned windows at Ronchamp (1954) (Figures 3.08 and 3.09) or the rock 

texture of the exterior walkway at the Dominican Order priory of La Tourette (1960) (Figures 3.10 and 

3.11) accompany more pervasive features influenced by Corbusier’s practice, such as roughly textured 

concrete and pilotis to elevate a building off the ground, vaulted ceilings (Figures 3.12 and 3.13), 

manmade pools at the foot of a building, and angled ramps to accommodate level changes. Other parallels 

include the organic curve of the concrete wall of the Carpenter Center for the Visual Arts at Harvard 

University (1963) (Figures 3.14 and 3.15) and the open interior staircases and glassed-in main communal 

spaces at La Tourette. Stanislaus von Moos observed that Le Corbusier “was never particularly worried 

by the distressing spectacle of the rapid deterioration of most of his buildings as long as one thing 

remained intact: the idea, the pure form, as it is preserved forever in the seven volumes of his Oeuvre 

complète” (von Moos, 1985, 301). It is arguable that MacMillan and Metzstein’s lack of concern 

regarding deterioration could have been inherited from Le Corbusier along with their thorough 

appropriation of his vocabulary. 

In Brian Dillon's short novel, Sanctuary, the protagonist looks through a research file on St 

Peter’s compiled by her missing boyfriend, “Among these reports she discovers several interviews with  
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Figure 3.08. La Chapelle Notre-Dame du Haut, Ronchamp, Le Corbusier 
 

 
 

Figure 3.09.  St Peter’s Seminary, Isi Metzstein and Andy MacMillan 

 

Figure 3.10.  Convent of La Tourette, Le Courbusier 

 

Figure 3.11. St Peter’s Seminary, Isi Metzstein and Andy MacMillan 
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Figure 3.12. Maisons Jaoul, Le Courbusier 

 

Figure 3.13. St Peter’s Seminary, Isi Metzstein and Andy MacMillan 

 

Figure 3.14. Carpenter Building, Le Corbusier 

 

Figure 3.15. St Peter’s Seminary, Isi Metzstein and Andy MacMillan 
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the architects, one of whom, a decade and a half after the seminary closed, professed to enjoy the idea of 

the building being reduced to its concrete skeleton and becoming a picturesque ruin" (Dillon, Sanctuary, 

66-67). Indeed, the romance of the ruin has not fallen out of favour. The popularity of Piranesi’s etchings 

of a crumbling Rome in the eighteenth century and John Michael Gandy’s fantastical nineteenth-century 

watercolour painting of John Soane’s rotunda of the Bank of England as a picturesque ruin (Figure 3.16) 

laid the groundwork for a twentieth-century architect’s welcoming of early dereliction as adherence to an 

established tradition. 

 

3.4.3 Movement intervention  

The novella Sanctuary by Brian Dillon is a comprehensive account of its protagonist’s 

phenomenological experiencing of St Peter's Seminary. The narrative thread centres on the search for a 

missing person last reported to be visiting the derelict site. The question of whether this person is dead or 

alive might be transferred to the seminary itself. My site visit in preparation for the movement 

intervention proved an intense experience with potent stimuli. The anticipation of danger posed by the 

crumbling building, copious broken glass and metal remnants, the many ledges without railings, and the 

possible presence of squatters or other potentially threatening individuals was enough to keep one’s guard 

up at all times. This apprehension amplified the atmosphere of decay and demise – the building as a 

carcass.  

  The seminary gave the impression of being structurally unsound; its existence felt precarious as 

did my own safety when inside. As Crowther states, “Architecture’s phenomenological depth centres on 

its clarification and enhancement of our cognitive inherence in the world as embodied subjects” 

(Crowther, 2009, 185). My experience of precariousness as an embodied subject could be seen as a 

metaphor for St Peter’s past political and monetary instabilities. The intervention was ultimately informed 

by the phenomenological aspects of the site visit. The transference of the experience of the crumbling and 

collapsing seminary to the tensional quality of supporting the dead weight of a human body became the 

starting point for the intervention. 
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Figure 3.16. John Soane’s Rotunda of the Bank of England in ruins, Joseph Michael Gandy,  
1830, watercolour painting 
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In the photograph St Peter’s Seminary (Figure 3.01), a figure squats low to the ground with 

another figure draped over it. Together they form a larger mass perched on slender anatomical supports, 

echoing the bulk of the main building that was built atop stilts. They are located in the former refectory in  

a gap that formerly existed between a seating area and a wall of windows. The woman in the fore gazes 

out as if seeking an idealised reflection in a now non-existent glass, while rejecting the burdened image in 

the rainwater-filled pool before her. In her unsuccessful pursuit of self-admiration, this conjoined 

Narcissus refuses to acknowledge disappointment or a sense of failure. This interaction between two 

performers and the Seminary offers an embodied representation of the narcissism in Le Corbusier’s 

architectural practice as described by Beatriz Colomina, “It becomes evident that for Le Corbusier any 

document from the process, which better reflects the concept of the house, takes precedence over the 

faithful representation of the actual built work” (Colomina, 1994, 111). Thus a reflection of the ideal 

trumps the realities of the world, with power being the volition to look or look away. This intensive 

pursuit of the ideal, resulting in a condensed accumulation of quotations, may result in a built 

environment that remains interstitial or underdetermined. This inflexible approach may have been a 

contributing factor in St Peter's early descent into disuse. 

 

3.5 Contexts of reception 

Bevin Court and the Sivill House and St Peter’s Seminary were exhibited within the secondary 

architectural context of Herzog and de Meuron’s Laban Centre in London in 2012. The works were part 

of a three-person exhibition titled Body Material / Parallax 02 that was identified as a visual art 

exhibition within a dance conservatoire. The audience at the opening reception and critical review 

consisted primarily of individuals connected to the visual arts; in the weeks that followed, it was viewed 

mainly by the dance students, faculty, and staff of the conservatoire. The original sites of the movement 

interventions made the installation an experiment in layering a representation of a former era of British 

architecture onto one on the cutting edge. 
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  After the selection of the works came decisions regarding the materials, scale, and location of 

each work within the building. Bevin Court and the Sivill House was installed on the existing wall-

mounted video monitors at the building’s entrance. This integrated the video into the building without 

imposing further equipment and provided the sound of the jump rope with a high-ceilinged area around 

which to bend and ricochet. However, the most meaningful relationship between artwork and exhibition 

site resulted not from a conscious decision, but rather emerged as viewers experienced the work. The 

video monitors were located near the featured concrete spiral stair at the Centre’s entrance (Figure 3.17 

and 3.18). To quote Catherine Croft, the Laban Centre's use of concrete, “contributes to the sense of semi-

external space and encourages students and visitors to congregate and mingle” (Croft, 2004, 114). This 

link to Lubetkin’s Constructivist foundations and Brutalist materials is facilitated by the phenomenal 

qualities of the moving figures in the video and the simultaneous physical engagement of the viewer with 

a similar staircase (Figures 3.19 and 3.20). Thus the meaningful parallel between the work and its context 

was revealed via the work’s exhibition and its reception by the audience. An additional consideration in 

the context of reception at the Laban Centre was how to compellingly present work about architecture to a 

primarily dance oriented audience. Dance science research posits that a correlation exists between the 

degree of experience an individual has with the type of movement observed and the intensity of the brain 

activity experienced during observation (Calvo-Merino et al., 2006, 1909). It would follow that 

movement intervention involving choreographed movement and strength and balancing techniques would 

be an effective method for presenting the concept of the human body’s interaction with architecture to an 

audience versed in movement. 

The St Peter’s photograph was printed on a 2.5 by 2.5 metre banner and hung against the wall of 

an outdoor courtyard space. This location was chosen because its signs of neglect, such as accumulation 

of dirt, sprouting weeds, and cracks in the pavement stones resonated with the dereliction depicted in the 

photograph, and because its indoor/outdoor quality related to the photographed space, which was neither 

entirely enclosed nor exposed (Figure 3.21). Once installed, the many reflections on the surrounding glass 

surfaces created a strong connection between artwork and architecture (Figure 3.22). These reflections 
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magnified the theme of narcissism central to the photograph. As these topics are not unknown to a dance 

conservatoire audience, this was an ideal aspect of the work to emphasise. 

The goal of these interventions and their installation for exhibition was not to point to a single 

meaning, but to ensure the oscillation between meaning and material. The viewer enters the artwork 

via the kinaesthetically empathic experience of the moving subject and contributing to the two-foldedness  
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Figure 3.17. Wall-mounted monitors at entrance to Laban Centre (left side of image) on which 
Bevin Court and the Sivill House were screened 

 

 
 
 

 
Figure 3.18.  Wall-mounted monitors at entrance to Laban Centre on which Bevin Court and 

the Sivill House were screened (note: spiral stair proximity to monitors 
facilitating viewability). 
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Figure 3.19. Staircase, Laban Centre, Keef Winter 
 

 
 
 

 
Figure 3.20. Bevin Court and the Sivill House, Jaimie Henthorn, 2012, video still 
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Figure 3.21. Courtyard, Laban Centre, pre-installation 

 

 

Figure 3.22. St Peter's Seminary (digital print on vinyl 2.5m x 2.5m) 
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of self-experience. While nearly all visual artworks are exhibited within or relating to built space, those 

based on MIWA have the capacity truly to optimally utilise this arrangement. These works offer the 

viewer an intersubjective experience through the corporeal similarities between observer and performer 

and the co-intending/co-presenting of built space (Zahavi, 2012, 227). This co-intention/co-presentation 

of architectural scenarios enables the viewer to participate in the act of intervention and generate further 

potential meaning for the artwork in its reception context. 

 
 
3.6 Five additional case studies 
3.6.1 Haus am Horn  

Figure 3.23 
 

The Haus am Horn is the earliest example of modernist architecture represented by the case 

studies. The interventions, however, were not carried out in the chronological order of the building 

projects, nor is their consideration intended to follow a sequential progression. Built in 1923, the Haus am 

Horn was the first Bauhaus building and the prototype for a proposed pre-fab housing development. The 

building project was an attempt to accommodate “the still unformulated desires of a new man--the post-

war German – who had not yet realized what he needed” (Bayer and Gropius, 1975, 82). Critics at the 

time offered a mixed response, “their opinions reflected the conflict between their prejudiced conception 

of a home and the effect produced by a new type of house conceived in new terms” (Bayer and Gropius, 

1975, 82). The project was designed with instructor Georg Muche and his new family in mind. A student 

drawing of Muche with his wife and the Haus reflects this consideration (Figure 3.25). Gropius built the 

Haus am Horn as the prototype for a complex of prefabricated houses with ‘variability on the same basic 

type of plan’ (Figure 3.26). While the political and cultural infrastructure of Weimar in the early 1920s 

could not support this aim for the Haus am Horn, prefabrication on a mass scale now shapes the world we 

live in. Following a history of Nazi and war refugee occupation, refurbishment and finally restoration, the 

house now exists in a verisimilar condition to its original build. 
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Figure 3.23. Exterior of Haus am Horn, Weimar, Germany, 2012 

 
 
 
 

Figure 3.24. Central living room, Haus am Horn 
 

 



 
 

106 

 
 
 
 
 
 

Figure 3.25. Drawing of Georg Muche and his wife with the Haus am Horn, Bauhaus student  
 (unknown), 1923 

 

 

 

 
Figure 3.26. Plan for housing complex initiated by the Haus am Horn, Walter Gropius, 1923 
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My interest in this early expression of modernism as the site for a movement intervention led me 

to the University of Weimar through contacts from the Mies Society at the Illinois Institute of Technology 

(IIT). Following email correspondence in which the project’s intention and parameters were clearly 

defined, an invitation to the Haus am Horn was extended by Michael Siebenbrodt, Weimar Bauhaus 

scholar and curator of the 2012 exhibition, ‘Bauhaus: Art as Life at the Barbican’. During the initial site 

visit I spent an extended period of time in the Haus experiencing the space and its proportions in relation 

to my own body, and also received a great deal of information from Siebenbrodt. Through details such as 

each room’s accommodation of only its particular furniture arrangement, I learned that the house was 

designed with great specificity surrounding movement and corporeal occupation. Prior to the visit, I was 

interested in the living room, specifically with the windows at the top of its high walls (Figure 3.24) as the 

site for a movement intervention. I began researching the possibility of having one performer stand on the 

shoulders of another and look out of the high window. The measurements I had initially obtained 

indicated that this would be possible. However, when I experienced the living room first-hand, I realised 

that both performers would need to be at least six feet tall for such a view to be afforded through the 

window. Had this been a project of the later Dessau Bauhaus, by which time a culture of the body – 

Korperkultur – had been incorporated into Bauhaus values and into its curriculum as gymnastics, I might 

have pursued this premise. However, acrobatics did not relate to the Weimar Bauhaus in a meaningful 

way. The living room windows are clearly intended to let in light, not to facilitate looking out.  

Demonstrating an out-of-the-ordinary affordance of an architectural feature is a technique I have 

used in past interventions. The challenges the Haus am Horn presented to this technique speak to the high 

specificity of its programming. The forward-looking vision of this 1923 building project can now be 

revisited with knowledge of which aspects of the Bauhaus’ future projections proved accurate and which 

did not. The children’s room (Figure 3.27) embraced practices progressive for 1923, with furniture 

encouraging imaginative play and a glass-paned door to the back garden offering visual and physical 

access to the outdoors. As the site visit steered the project away from my initial interest in Korperkultur 

values and toward the socio-cultural aspects of the Haus, I chose to address the Bauhaus prioritisation of  
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Figure 3.27. Children’s room, Haus am Horn 

 
 

Figure 3.28. Initial attempt at changing child’s perspective as movement intervention 

 

Figure 3.29.  Photograph taken during movement intervention leading up to final outcome 
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childhood development with an intervention in the children’s room, performed by a child with my female 

partner and myself portrayed as the parents. Representing family structure with a same-gender couple 

offers a contemporary parallel to the Bauhaus’ break with the definition of family traditional at that time 

in relation to the design of the Haus am Horn. See Appendix 1 for the brief provided for this project’s 

performer and photographer prior to the shoot. 

The brief states the intention of shifting or expanding the child’s perspective in a literal sense to 

emphasise the way in which the room serves this same purpose. This was to be facilitated by the 

“parents”. The initial tactic was to hold the child upside down and subsequently rotate the resulting 

photograph 180 degrees, thus presenting everything except the child, upside down (Figure 3.28). This 

proved logistically and aesthetically ineffective. My partner and I then situated ourselves upside down 

whilst focused on the child at play (Figure 3.29), which eventually yielded the optimal arrangement of 

performers within the space.  

From the beginning stages of its creation, the output from this intervention was conceived as a 

single photographic image (Figure 3.30). This was in an effort to maintain a congruity with the 

representational modes and mediums of the Bauhaus, as mentioned in the introduction. Abundant 

publications incorporating ever-evolving printing, typesetting, graphic design, and photography 

techniques contributed to the legacy of the Bauhaus (National Gallery of Art, 2011, paragraph 4). Global 

familiarity of the Bauhaus via the proliferation of two-dimensional representation informed the mode of 

presenting this movement intervention. This applied not only to the selection of photographic medium, 

but also to the modest scale of the photograph and calculated release of a single image, to adhere to 

modes of photographic representation from that era. 

In 2014, the image was printed on adhesive vinyl with the top and bottom of the image extended 

to elongate the image to any length desired for installation on a flat architectural feature. The vinyl can be 

adhered and removed from a wall multiple times before losing its adhesive property, making it possible to 

install the work in more than one context. The first context was a new private residence, a condominium 
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at Three on Lawrence by Studio Limited in Denver, Colorado, being photographed commercially with the 

goal of publication in architecture or design magazines. The home’s forward-looking design echoes the 

spirit of the early Bauhaus, although the design’s ideals and goals pertain to contemporary concerns. This 

layering is complex, as the movement intervention progresses from photographic representation, to 

installation, to the installation of a photograph within a photograph (Figure 3.31). Let us here consider our 

discussion in Chapter 2 on Luhmann’s regard for elements with an internal complexity, such as artworks 

(Luhmann, 1995, 24). According to Luhmann, this complexity precludes an artwork’s capacity for unity 

and thus its inability to be defined by a single meaning. In this instance, the complexity added by the 

artwork’s mode of delivery takes the work further from its capacity for unity. With this we can define this 

artwork as aesthetically stringent by Menke’s guidelines, as its complexity ensures the vacillation 

between material and meaning (Zuidervaart, 2007, 40).  
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Figure 3.30.  Photograph selected to represent the intervention at Haus am Horn 
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Figure 3.31. Haus am Horn installed at the Three on Lawrence condominiums, 2014  
 

 
 

 
 

Figure 3.32. Haus am Horn installed at the Three on Lawrence condominiums, 2014 
(left side of photo), Raul Garcia 
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3.6.2 National Center for Atmospheric Research  
Figure 3.33 
 
I.M. Pei’s National Center for Atmospheric Research (NCAR) in Boulder, Colorado, U.S.A., also 

referred to as the Mesa Laboratory, was selected as an intervention site for the way in which it displays 

characteristics both within and without the modernist tradition. Owen Hatherley (2008) regards Brutalism 

in Britain as imbued with nostalgia for the future (Hatherley, 2008, 9). This sentiment is represented in 

the American film Sleeper by Woody Allen, in which NCAR serves as headquarters for an evil national 

leader in the year 2173. However, the way in which Pei draws from ideals and forward-looking design 

philosophies for NCAR is tempered by historical references. This marks a significant moment in Pei’s 

architectural practice as he invited the influence of local, historical aspects of the building site into his 

design process.  

Such adaptations ran contrary to the school of thought Pei came from. His teachers included some 

of the original founders of the modernist movement, including Walter Gropius at Yale University. The 

Bauhaus instructed students that no refuge was to be found in the past and that they should instead be 

equipped for the modern world (Bayer et al., 1938, 8). Le Corbusier was clear on the point that building 

projects must be conceived independently of their location. This belief is manifested in the photographic 

depiction of his Villa Schwob in L’Espirit Nouveau 6, in 1921 (Figure 3.34). Any visual cues that might 

contextualise the Villa, such as the steeply sloped hill or greenery, have been eliminated from the 

photograph (Colomina, 1994, 111). Le Corbusier often designed buildings prior to knowing their specific 

location and would propose duplicating former projects at new locations (Colomina, 1994, 111).  

At NCAR, Pei looked to the location to inspire the project. To quote Pei, “I had seen with my 

mother when I was a little boy – the mountaintop Buddhist retreats. There in the Colorado mountains, I 

tried to listen to the silence again—just as my mother had taught me. The investigation of the place 

became a kind of religious experience for me” (Van Boehm, 2000, 56) (Figure 3.35). Pei also drew 

inspiration from the cliff dwellings of the Pueblo Indians native to the area. Quotation of the Pueblo’s 

architectural forms is apparent throughout the complex (Figure 3.36). The way the buildings relate to the  
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Figure 3.33. Jaimie Henthorn with performer Kelly Igoe at the National Center for Atmospheric 
         Research (NCAR) 

 

 
 

 

Figure 3.34.  Villa Schwob, Le Corbusier, 1916 
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Figure 3.35. T-shaped door built by Anaszi Indians at Chaco Canyon, Janet Worne 

 

 
 

Figure 3.36. NCAR by I.M. Pei in greater context of the site 
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landscape, in colour as well as scale and positioning, echoes the Pueblo dwellings at Mesa Verde and 

Chaco Canyon (Figure 3.35). 

I visited the Mesa Laboratory on several occasions and knew the complex to be quite accessible 

to the public though highly invigilated with security cameras. A T-shaped window located on the landing 

of an outdoor staircase appealed to me first for its scale in relation to the human body and also for its 

location outside of the security monitored area (Figures 3.37 and 3.38). Years of rock climbing experience 

have made it possible for me to discern by sight the potential for the body’s ability to move in relation to 

the features of vertical surfaces. I knew the narrow slot of the window would afford taking weight off the 

feet by wedging shoulders against either wall. This position called on three of the four qualities of 

movement outlined by Sheets-Johnstone (2011) that could be conveyed through the photographic image: 

the vertical line of the body would align with the vertical line of the ‘T’ thus emphasising the length of 

the ‘T’ in relation to the length of the body; lifting the feet would affect the projectional quality of 

movement as the figure would appear to be moving away from the wider part of the ‘T’; and the 

shoulders would be the only point of contact between body and building, giving the body-to-building 

relationship a tensional quality. This intervention contains many potential phenomenological factors to 

which the viewer, or ‘I’, can relate to the figure, or ‘the other’. If we are to frame this within Gumbrecht’s 

(2004) theory of art’s presence and meaning effects, a body suspended by the tension of bare skin against 

a rough rock surface presents the viewer with intense presence effects in experiencing ‘the other’. 

Gumbrecht does not regard the relation between presence and meaning effects as complimentary or as 

creating a stable structure. Rather, “the tension/oscillation between presence effects and meaning effects 

endows the object of aesthetic experience with a component of provocative instability and unrest” (Ibid., 

109). The body’s tensional position within the architecture of NCAR exemplifies such a provocative 

instability and, as will be discussed later in this section, the resulting artwork’s meaning effects offer no 

steadying counterpoint but instead amplify the oscillation between presence and meaning effects.  

The choice to take still photographs was motivated by various factors. The lack of official access 

permissions served as a motivation to work with a medium that is captured quickly. A stronger motivation 
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Figures 3.37.  Photograph taken at initial site visit during which the inverted T-shaped window was 
     selected as intervention site 

 

 
 
 

Figure 3.38. Photograph taken at the initial site visit during which the inverted T-shaped 
window was selected as intervention site 
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Figure 3.39. The performer during the intervention. Image demonstrates how she made her way into 
the position featured in the artwork 

 

 
 
 

Figure 3.40. The performer during the intervention. Image demonstrates how she made her way into 
 the position featured in the artwork 
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was interest in conveying the linear quality of the movement. The organic lines of the body contrasted 

with the strict geometries of the architecture would communicate more clearly through a still rather than a 

moving image. Also, the process of getting into or out of position within the window is not important to 

the moment when the feet are lifted off of the ledge. The intervention is identified as the moment that 

provides an aesthetic experience with phenomenological depth.  

The intervention was performed at dawn, both for the angle of the sun and for the reduced amount 

of activity at the Research Center. The performer, a colleague who rock climbs and is nearly 6 foot tall, 

wore nude-coloured clothing to avoid distraction from the relationship between the shapes of the body 

and the building (Figure 3.39). Wedging her shoulders within the slot with hands pressed against its 

opposing sides allowed her to lift her feet off the ledge (Figure 3.40). The front of her body faced outside 

of the stairwell as a safety measure. Photographs taken from within the stairwell were far more effective 

than those taken from the outside. Within 30 minutes we had shot as many variations as seemed useful. 

The performer’s shoulders began to develop abrasions, at which point the intervention ended.  

The resulting photographs showed only slight differences one to the other – the angle of the head, 

position of the knees, position of the shadows. After selecting the image that most effectively conveyed 

the linear and projectional qualities of movement, I still wanted to heighten the visual experiencing of the 

photograph. This was achieved by rotating the image 180 degrees, as had been done with the Haus am 

Horn photograph. An important difference between these rotated images is that no objects in the NCAR 

photo indicate the rotation. The subtlety of the clues pointing to its rotation – the performer’s hair and 

dress not falling ‘downward’ – exacerbate the disruption of automatic understanding and help to ensure 

that the process of understanding continues as an oscillation between the work’s meaning and its material. 

This decision also impacted the work’s meaning effects, as Pei had imposed an inversion in his quotation 

of the Pueblo T-shaped window, i.e. the ‘T’ is upside down. Rotating the photograph restores the ‘T’ to 

its original orientation and also incorporates the aesthetic experience offered by the building into an 

experiencing of human body and building together (Figure 3.41). 
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This artwork is to be installed within a context of reception later this year. The owners of the 

Parlour hair salon in Denver, Colorado, had seen the vinyl print of St Peter’s Seminary and asked for 

roughly the same scale to fit their 15-foot tall space nearly floor-to-ceiling. The building has a slanted 

ceiling seam that rises upward from the front of the building to the back. To incorporate this feature, the 

photograph will be cropped at a diagonal along the top edge to remain flush with the edge of the ceiling 

(Figure 3.42). This will allow the dramatic image of the figure suspended upside down to communicate 

strongly as the scale will be approximately life-sized and the viewer situated at close range.   
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Figure 3.41. National Center for Atmospheric Research, Jaimie Henthorn, 2013, photograph 
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Figure 3.42.  Preliminary sketch for the photographic print installation of National Center for 
Atmospheric Research (scale: full ceiling height 15 ft.) 
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3.6.3 Salk Institute  
Figure 3.43 
 
The Salk Institute is perhaps the most iconic site represented in the case studies. Regarded as a 

masterwork, the project is well received by architects, the public, and the scientist who work in the 

building. Like I.M. Pei, the architect, Louis Kahn, received much of his education within the modernist 

tradition and his most successful projects reflect an integration of modernist materials and theory with 

Kahn’s own ideals. For Kahn this meant the exploration of the existential dimension of architecture 

asking, “What does a building want to be?” (Norberg-Schulz, 1980, 6). The following commentary on the 

Salk Institute was quoted in the exhibition publication of the 2014 Royal Academy of Art exhibition 

Sensing Spaces. 

“…the space where the building is not is absolutely charged – the void, the 
nothing, vibrates as a thing in itself. You are not looking at a building as an object; 
instead you become aware of the space, of the trapped air between ground surface, blue 
sky and the ocean visible in the distance, and of yourself held by the containing forces of 
this space in a way that heightens your sense of being alive in a particular place at a 
particular moment” (Ursprung and Goodwin, 2004, 83). 
 

This effusive description of the immaterial aspects of the building indirectly references the Mies van der 

Rohe’s voided cubes and his somewhat misattributed and often misapplied dictum, ‘less is more’. It is not 

that I disagree with this account of the Salk Institute; rather, I am motivated to engage such rhetoric on the 

professed ‘charge and forces’ of this space through a pre-reflective, embodied experiencing of 

architecture through intervention, versus a textual interrogation. 

The relationship between the body and the architecture of the Salk Institute, characterised by 

overt symmetry and qualities of the classical monument,18 presented points of connection and contrast 

(Figures 3.44 and 3.45). Crowther’s notion of parallels between the human body and architectural objects 

discussed in Chapter 2 finds a strong example in the Salk Institute. If we are to follow Crowther’s method 

of observing parallels between the respective structures of body and building, the ever-running stream 

                                                
18 Vincent Scully (1993) regards Kahn’s architectural training in the 1920’s and 1930’s as based in a, “traditional 
classicism simplified under the pressure of modernism, but still retaining a monumental symmetry” (5). These same 
qualities also characterised Kahn’s architecture, such as the Salk Institute, much later in his career. 
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that dissects the vast expanse of the Salk plaza into equal halves suggests itself as the structure’s ‘spinal 

cord’. The founder of the Salk Institute, Jonas Salk, who worked closely with the commissioning of 

architect Louis Kahn, built his career on the development of the polio vaccine Within the context of body- 
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Figure 3.43. Jaimie Henthorn and performer Regan Linton at the Salk Institute 
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Figure 3.44. Salk Institute plaza 

 
 
 
 

Figure 3.45. Space in Figure, Oskar Schlemmer, 1921, drawing representing mathematical   
correspondence of cubical space and the human body 
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building resonances, it is interesting to consider the asymmetrical effect of polio caused by damage to the 

spinal cord as it relates to Kahn’s classical lateral mirroring centred on the stream.  

The intervention at the Salk Institute represents a unique project in the case studies in that the 

selection of the performer preceded the site selection. Regan Linton is a performer with paraplegia 

beginning at the fourth thoracic vertebrae. She and I are colleagues both as performers and also as 

individuals living with a spinal cord injury. The research that revealed the link between polio and the Salk 

Institute occurred after the decision to work with Linton. The asymmetrical quality of her movement in 

contrast to the symmetry of the architecture motivated this performer-site pairing and this brought up 

interesting questions regarding the influence of Salk’s research on the building project.  

The performer’s movement quality required that her performance either be viewed live or 

presented as a video work. A live performance was logistically prohibitive due to strict building access 

and usage permissions. The viewer’s attention was to be trained on the bilateral symmetry of the plaza 

and the moving water, which would have been challenging, as the Institute and its seaside location present 

many visual distractions. Permission was obtained for one-and-a-half hours to film a non-for-profit/non-

commercial video. In April 2013, I brought a production crew consisting of a videographer and costume 

and make-up designer to San Diego. Linton was costumed in undergarments equipped with padding 

where she is most likely to sustain bruising or other surface injuries when performing stage work out of 

her wheelchair, as she has no muscle activity or sensation below her sternum. She was covered in metallic 

body paint applied so fully as to seem to be the natural quality of her skin (Figure 3.46). With wet-looking 

hair slicked back from her face, her appearance could suggest a creature recently emerged from the 

nearby sea or perhaps a bronze sculpture in motion. Reinforcing either possibility was not a priority, as an 

establishment of Linton as ‘other’ was all that was desired.  

The day prior to the shoot the production team and I visited the site to establish the video framing 

(Figure 3.47). The recording of Linton was intended to capture her initial encounter with the architecture 

and therefore she did not attend an on-site rehearsal. I served as her stand-in by marking the movement. 

From the start, I realised the impossibility of mimicking Linton’s quality of movement. I wrongly 
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believed that having been nearly fully paralysed myself would make it possible to embody such 

limitations again. However, I soon realised the difficulty of switching off muscle recruitment and 

engagement (Figure 3.48). This experience during the process of creation sensitised me to the viewer’s 

reception of the eventual video piece. Even after conscious reflection of the difference in bodily 

circumstance between the viewer, as ‘I’, and the performer, as ‘the other’, it is difficult to convey that a 

paralised person has the ability to move in ways that an able-bodied person cannot.  

At the shoot Linton was given tasks as choreographic direction; her movement and quality of 

movement would be self-directed. Her first task was to emerge from a sunken area on the far side of a 

stream at the end of the plaza, cross the stream and enter an identical sunken area on the other side. Linton 

believed she would be able to lift herself over the 18-inch wide stream in one motion. However, her lower 

torso dropped into the stream and she had to lift herself back up and out of it. Both the videographer and 

costume/make-up designer were emotionally affected by witnessing her struggles; they pulled me aside to 

request that I not ask her to undertake such challenging tasks. If we are to consider this from a theoretical 

standpoint, the reaction of this small audience reflects Husserl’s notion of kinetic ‘I can/cannots’ 

intersecting with Gibson’s affordances. For the able-bodied viewers, the task of crossing the narrow 

stream would fit well within their own understanding of ‘I cans’. The plaza afforded them the ability to 

traverse it easily. As a result of witnessing Linton’s attempt to perform the same act and for this action to 

be categorised as a ‘cannot’ for her, the viewers’ understanding of what the space afforded Linton shrank. 

Despite her viewers’ discomfort, Linton was laughing and eager to continue. I did honour the production 

crew’s request for an easier task by videoing Linton posed in a still posture. The third and final take was 

of her traversing a footbridge over the pool at the end of the stream. Here Linton introduced variations in 

tempo, level, direction and intention to her locomotion. The shoot ended directly afterwards (Figures 3.49 

and 3.50). Many tourists had gathered, waiting to take photographs of themselves on the plaza without us 

in the shot. Later I learned that the security staff was not pleased with us, as they usually received extra 

pay for video shoots; the space is rented out for commercial projects at $25,000 USD per day. 
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Figure 3.46. Detail of bronze body paint 

 
 

Figure 3.47. Videographer onsite at the Salk Institute 

 
 

Figure 3.48.  Jaimie Henthorn blocking choreography for performer Regan Linton’s movements  
     as the videographer in Figure 3.47 frames shots (one-day prior to video shoot) 
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Figure 3.49. Performer Regan Linton on site before the shoot 

 
 
 

Figure 3.50. Performer Regan Linton after the shoot 
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The video footage of this movement intervention has been exhibited two different edits at different 

venues. The first showing, in May 2013, was a solo show at the Groundswell Gallery in Denver, U.S. 

This exhibition consisted of direct excerpts of the footage projected in a two-channel format. Groundswell 

Gallery has floor-to-ceiling street-front glass windows and the ground floor is raised one metre above 

pavement level, facilitating the meaningful engagement between the architecture and the video. The video 

was projected onto the wall at eye level for the outside viewer, while indoor eye level was at seated or 

wheelchair height (Figure 3.51). A simultaneous live performance was staged – two stilt walkers on the 

sidewalk in front of the gallery with their stilt height adjusted to the level of the gallery floor (Figures 

3.52 and 3.53). 

Thus, the stilt performers were moving high above the ground, while the performer in the video 

appeared to be sliding along it. The Salk Institute video was again installed in March 2014, in the 

pedagogical setting of the University of Colorado, College of Architecture and Planning (Figure 3.54). 

The Salk Institute was well known to the students, which added context to the presentation of the practice 

of artistic research and of modes of addressing other ability in relation to the built environment. The video 

had been edited in collaboration with architect and dancer Shireen Talhouni. Talhouni’s edits 

demonstrates her knowledge and understanding of Kahn’s architectural practice. Her choices reflected 

Kahn’s posited connection to Romanticism by Scully, “the 18th-century concept of the sublime is different 

from that of the beautiful in that it deals with the awesome and the unfinished, the primitive and the 

frightening…And this is the quality that Kahn, too, wants” (Scully, 1993, 2). Talhouni also integrated the 

issue of spinal cord injury into the video. Aware that my own spinal injury was sustained in a fall, 

Talhouni heightened the viewer’s experiencing of gravity and its defiance. The edited video challenges 

the habitual response to the disabled body as less abled by portraying Linton as other-abled. Accentuation 

of the alien quality of Linton’s movement is achieved by flipping the figure and situating it on the 

underside of the horizontal axis. Through vertical mirroring, two versions of the figure emerge from the 

centre line, like a cell dividing. The final cut of the video will be a more concise version of the Talhouni’s 

edit.  
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Figure 3.51. Salk Institute video projected at eye-level for street viewer and at sitting or 

               wheelchair level inside Groundswell Gallery, Denver, Colorado, 2013 
 

 

Figure 3.52.  Stilt walker performing at Groundswell Gallery exhibition opening 

 
 

Figure 3.53. Stilt walkers performing at Groundswell Gallery exhibition opening 
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Figure 3.54. Salk Institute exhibition at University of Colorado, College of Architecture and Planning, 
Denver, Colorado, 2014 
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3.6.4 Lafayette Park  
Figure 3.55 
 
Lafayette Park has interested me as a rather idiosyncratic Miesian building project since the start 

of my research on Mies van der Rohe in 2006. This large residential complex is Mies’ only building 

project in Detroit, which is relatively near to Chicago, where the great majority of Mies’ U.S. projects are 

located. Landscape designer Alfred Caldwell was commissioned to work with Mies on the design, 

reflecting a higher prioritisation of landscape than with other Miesian projects. Caldwell used landscape 

design to interrupt views and populate interstitial spaces within the vast area of residential property. The 

town homes’ orientation inward to the shared green space makes the vast size of the residential complex 

imperceptible and instead creates a sense of security and calm. This arrangement presents a compelling 

scenario for considering the modernist window as cinematic framing device. Le Corbusier and van der 

Rohe are recognised as the authoring architects of the reorientation of the window to the horizontal, 

influenced by the increasingly pervasive influence of film on the modernist movement.  

In 2011, I contacted two architect couples featured in ‘Rooms with a View’, a New York Times 

article about Lafayette Park with a proposal for a small-scale performance (see Appendix 3). Thusly, I 

met architect Noah Resnick, who invited me to contribute to the 2012 design exhibition, ‘Inside Lafayette 

Park’, which was also a book launch for Thanks for the View Mr. Mies: Lafayette Park, Detroit written by 

Danielle Aubert, Lana Cavar, and Natasha Chandani. My exhibition contribution consisted of 

documentation of movement interventions at the Farnsworth House and Carr Chapel along with a 

drawing and written proposal for the performance at Lafayette Park slated for later that year (see 

Appendix 3) (Figures 3.56, 3.57, 3.58, 3.59, 3.60, and 3.61). Noah introduced me to the owner of a 

ground-level townhouse facing onto a communal green space who offered to host the event. The entire 

wall of the townhouse living room is comprised on glass, with a door opening out onto the shared space. 

This setting was optimal for my proposal to situate an audience inside, with the windows serving as 

framing device, for the performers outside. This addresses Le Corbusier’s proposal that the primary  
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Figure 3.55. Lafayette Park performance printed postcard invitation 

   
 
 
 

Figure 3.56. Proposal collage for Lafayette Park performance 
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Figure 3.57. Farnsworth House movement intervention, Jaimie Henthorn, photo documentation, 2006 
 

 
 
 

Figure 3.58. Farnsworth House movement intervention, Jaimie Henthorn, photo documentation, 2006 
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Figure 3.59. Farnsworth House, Jaimie Henthorn, 2006, photograph 
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Figure 3.60. Carr Chapel, Jaimie Henthorn (performed by Elena Brocade), 2011, photo 

             documentation of live performance 
 

 
 

 

Figure 3.61. Carr Chapel, Jaimie Henthorn (performed by Elena Brocade), 2011, photo 
             documentation of live performance 
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function of a building is for seeing out. Colomina interprets Le Corbusier’s prioritisation here, “The house 

is a device to see the world, a mechanism of viewing. Shelter, separation from the outside, is provided by 

the window’s ability to turn the threatening world outside the house into a reassuring picture” (Ibid., 7). 

The location of the audience inside and performers outside also explore the permeability of Mies 

buildings between inside and out. In his Laudatio for Mies, Walter Gropius acknowledged his tendency to 

let indoors and outdoors float into each other. The performance would reveal the rigidity or flexibility of 

the material that divides these two spaces.  

A site visit prior to the performance more than confirmed the important visual presence of the 

outdoors within the indoor living space. The safety and serenity of the green space, which are not 

qualities ascribed to many of Detroit’s outdoor spaces, contribute to Mies’ tendency to afford a fluid 

relationship between inside and outside. My observations informed the direction I would give to the 

dancers. They needed to maintain a close proximity the windowed wall, thus occupying the foreground of 

the multi-layered landscape. Movement sequences should begin prior to entering the viewing frame and 

continue until well outside of it. This use of framing calls on the amplitudinal and projectional qualities of 

movement (Sheets-Johnstone, 2011, 514) by suggesting to the viewer that the phase continues outside of 

the frame with no indication of a termination point. The dancers were to reference movements of the 

animals that residents routinely viewed through the window, such as birds engaging each other in flight 

and squirrels chasing one another as a form of play or territorial sparing. A rehearsal was held with two 

performers sourced through dance networks in Detroit. Both dancers had contact improvisation 

experience and through dancing together, they had established a rhythm enriched by the differences in 

their training – one dancer with ballet and contemporary training, the other with an Afro/Caribbean and 

acrobatic background (Figures 3.62, 3.63, and 3.64).  

My hosts helped promote the event and invited a local audience, and there was an announcement 

posted on the Mies Society of Chicago blog (see Appendix 3). The performance was held on a summer 

evening. It began with the performers, dressed in casual, rehearsal-type clothing, moving back and forth  
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Figure 3.62. Lafayette Park performance rehearsal 

 
 

Figure 3.63.  Lafayette Park performance rehearsal 

 

Figure 3.64. Lafayette Park performance rehearsal 
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Figure 3.65. Lafayette Park, Jaimie Henthorn, photo documentation of live performance, 2013 
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Figure 3.66. Lafayette Park, Jaimie Henthorn, photo documentation of live performance 
 

 
 

 
Figure 3.67. Lafayette Park, Jaimie Henthorn, photo documentation of live performance 
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past the living room window as I introduced the performance to the audience (Figures 3.65, 3.66, and 

3.67). I invited audience members to sit, stand, stay, converse, and enjoy the provided refreshments as 

they wished. Many audience members did engage and disengage with the performance during their social 

interactions with others, while some congregated near the window and watched the performance in 

silence (Figures 3.68 and 3.69). Occasionally, a particular movement sequence would catch the attention 

of a viewer and prompt a summons for others in the room to look as well. An interesting situation arose 

when a man, woman, and small child exited an opposing townhouse, their movements clearly visible 

within the window frame, and walked across the green space to join the audience. However, their location 

outside the window rendered them not audience members, but a new set of performers. The inside 

watchers’ attention, particularly that of Lafayette Park residents, was diverted from the dancers to the 

family members, who were unaware of the scrutiny. The residents had not mentioned looking at 

neighbours through the window in conversation thus far. Either they were unaware of this behaviour or 

social taboo prevented it from being addressed. The following quote from Noah Resnick written in an 

email in 2012 does, however, seem to speak to this, “Henthorn simply, yet profoundly captures the ability 

for architecture to act as framing device, directing our gaze to the physical and social landscape of the 

unique urban conditions evident in places such as Lafayette Park.” Luhmann’s social systems and the role 

of the body within the systems as discussed by Halsall in Chapter 2 is an interesting consideration within 

this performance context. Halsall’s belief that the body can irritate and interpenetrate the systems (Halsall, 

2012, 17) is clearly represented in the following by Luhmann, “The body has a meaning that allows 

complexity in social systems to appear as available” (Luhmann, 1995, 251). The Lafayette Park 

performance may have succeeded in highlighting this role of the body for the resident viewer as well as 

showing me that performer/viewer relationships exist in social environments such as Lafayette Park even 

without a staged performance, especially with the aid of a framing device. This project provided useful 

experiential research for continuing to consider the Miesian frame with the Resor House project. There 

the outdoor landscape expands to the sublime scale of the Teton Mountains and the American West. After 



 
 

144 

the experience in Detroit, I felt I could ask of and offer more to the viewer by posing more specific 

questions with this next Miesian intervention.  
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Figure 3.68. Lafayette Park, Jaimie Henthorn, photo documentation of live performance 
 

 
 
 
 

Figure 3.69. Lafayette Park, Jaimie Henthorn, photo documentation of live performance 
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3.6.5 Resor House  
Figure 3.70 

 
This final case study deviates from the other projects in two ways: more than one artwork was 

generated referencing a single site and this site, the Resor House by Mies van der Rohe, was never 

actually built. A number of factors conspired to make this first U.S. commission for Mies well known and 

regarded, despite its eventual decommission. One factor is the great quantity of proposal materials that 

Mies generated for the commissioners, Helen and Stanley Resor, for this domestic structure on their 

Wyoming ranch. The preliminary collages Mies created in 1938 as a means of communication across a 

language barrier to the Resors were gifted to the Museum of Modern Art (MoMA) in New York and 

disseminated through their publications becoming a pervasive reference for architecture collage still used 

today (Figures 3.70 and 3.71). Also, this project’s plans, drawings, and collages were included in a 1947 

retrospective exhibition of Mies’s work at the MoMA; Alfred Barr, then director of the MoMA, was a 

strong proponent of Mies and other Bauhaus emigrants from Germany to the U.S. Figure 3.72 shows 

Mies at the 1947 exhibition studying his model of his Farnsworth House in front of an enlarged drawing 

of the Resor House. It is important to consider the manner in which these materials were represented in 

exhibition and publication. The following excerpt by Phillip Johnson is taken from the exhibition 

publication, “The Resor house is conceived as a floating self-contained cage […] stretching across a river 

and resting on two stone bases, it is sheathed in cypress planking, interrupted on each long side by an 

indented stretch of glass” (Johnson, 1947, 154). The use of the present tense and description of physical 

materials implies the existence of a material entity.  

The remote and private location of the commission in a mountainous region Wyoming make a 

first-hand encounters with the site a rarity. The project’s only physical remnants are four massive concrete 

pilotis intended to support a domestic structure suspended over a creek. Now referred to as the ‘Mies 

piers’ at the Resor’s Snake River Ranch, they were actually built by architect Phillip Goodwin whose 

project was decommissioned and Mies subsequently commissioned for the same site. In 1938 during his  
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Figure 3.70. Collage, Mies van der Rohe, 1939, included in proposal materials 
       for the Resor House 

 
 

Figure 3.71. Collage, Mies van der Rohe, 1939, included in proposal materials 
       for the Resor House 
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Figure 3.71. Mies van der Rohe studying Farnsworth House model in front of enlarged  

drawing of the Resor House at the 1947 MoMA retrospective exhibition of  
his work 
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first visit to the U.S., Mies stayed at Snake River Ranch for three weeks to study the site. Figure 3.73 

shows the wooden planks that formerly spanned the piers where Mies spent much time sketching.  

A university colleague of mine connected me with William (Bill) Resor, grandson of the late 

Helen and Stanley Resor. I was invited to visit the Resor House site and spent a full day on the premises 

recording video and still photographs and learning from Bill what he knew about the commission and the 

physical remnants of the structure (Figures 3.74 and 3.75). One important piece of information Bill 

imparted was that, in the 1970s, letters of correspondence between Stanley and Helen Resor and Mies and 

other materials related to the commission were given by the family to scholar Nina Bremer for an article 

she was writing about the Resor House and were to be turned over the to the MoMA Archive when 

Bremer was finished with them. To date, I have only been able to confirm the existence of Bremer’s 

article, ‘The Resor House Project’, which is archived but not published. This aspect of the research is on-

going as I work to locate these materials either within the MoMA archive or potentially through further 

consultation with the Bremer family.  

It was my hope to introduce this project as a live performance first in Wyoming, as ironically, the 

Resor House project is well known internationally but not locally. Both the Dance and Visual Art 

Programmes at the University of Wyoming (UWYO) expressed interest in my proposal to direct students 

in a live intervention with a representation the Resor House in the University’s new Visual Arts Center. 

The head of Dance at UWYO specialises in performing and teaching vertical dance, which I have used to 

represent the themes of weightlessness and transparency in past Miesian projects. In September of 2013, I 

attended the UWYO outdoor dance performance, Vertical dance at Vedawoo (Figures 3.76 and 3.77). 

This viewing experience gave me a clearer understanding of the style and vocabulary of vertical dance 

performed at the UWYO. In autumn 2014, I was invited to UWYO as a visiting artist, which was to 

include a performance in the new Visual Arts Building, a lecture, and a cross-disciplinary workshop 

involving photography, dance, and creative writing students. 

Equipped with an understanding of the narrative behind the Resor House commission and its 

representation within the canon of modernist architecture, and with a performance venue secured, it was  
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Figure 3.73. Snake River Ranch, 1938, wooden planks across piers where Mies spent    
a great deal of time 
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Figure 3.74. Mies piers at proposed site of the Resor House, Wyoming 

 
 
 
 

Figure 3.75. ‘Mies piers at proposed site of the Resor House, Wyoming  
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Figure 3.76. Vertical dance at Vedavoo, Wyoming, 2013 

 
 
 
 

Figure 3.77. Vertical dance at Vedavoo, Wyoming, 2013 
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time to determine how to apply my intervention methodology to a non-physical architectural space. The 

practice of conceptualising and performing interventions, presenting them as artworks, and reflexively 

writing about the process for other of the case studies prepared me for working with this challenging 

premise. The level of engagement required to implement interventions within many different architectural 

contexts during a concentrated period of time has set a pace and rhythm for the creative practice. Certain 

earlier works provided information and experience that helped formulate an approach to the Resor House. 

The St Peter’s Seminary intervention raised questions surrounding the value of a failed modernist project. 

Lafayette Park was an opportunity to explore Mies’ framing devices. My previous Miesian projects are 

described in the supporting text in section 3.6.5. I first became interested in the Resor House collages in 

2008 at the University of Chicago whilst conducting research on Mies. This evidence of the architect’s 

process seemed to be in accord with Le Corbusier’s prioritisation of seeing out as the primary function of 

a house as discussed in the previous section. My familiarity with the American West allowed me to 

understand the radical nature of the collages in the context of this region of the U.S. in the late 1930s.  

I wanted performers to intervene in representations of the Resor House as these representations 

are, in fact, the realisation of the architectural project. Nearly all of the work I have created regarding 

Miesian buildings has addressed his approach to load-bearing elements and how this affects a building’s 

visual composition and our perception of weight (and weightlessness). In an effort to experiment with 

different ways to draw attention to the weight of the human body, the groundlessness of the collages, and 

missing structure above the piers, I recorded video footage of a man walking a tight wire and a man 

dancing on a pole (Figures 3.78 and 3.79) to later be integrated using the Chroma key technique, also 

referred to as green screen, into the collage images and stills taken at the Snake River Ranch. The video 

of the man on the wire proved far more successful; the pole dancer’s inability to remain suspended on the 

apparatus was incompatible with the theme of weightlessness (Figure 3.80). The video featuring the man 

dancing on a pole is included for reference, though it is not considered an artwork (Figure 3.81).  
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Figure 3.78.  Tight wire walker in front of green screen during video shoot 

 

 

Figure 3.79. Pole dancer in front of green screen during video shoot 
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Figure 3.80. Resor House, Jaimie Henthorn, 2014, video still  

 
 

 

Figure 3.81. Video still from pole dancer in Resor House collage 
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The video of the tight wire performance was first screened at the UWYO. Presenting both the 

video and a live performance seemed to require less description or clarification around the premise and 

aims of the project than in the instance of presenting a single artwork. This made me consider that the 

expectation that a single work will convey an in-depth research agenda may in some instances be too 

high. In collaboration with Margaret Wilson, the head of the Dance Department at UWYO, the 

performance site, a drawing studio in the Visual Arts Center, was chosen (Figure 3.82). The room’s 

exposed steel beams and windows echoed the now-pervasive Miesian building practices. Two student 

dancers, rigged in rock-climbing or vertical dancing harnesses, were suspended from the horizontal steel 

beam. A series of four images – a black and white collage by Mies, a 2013 photograph I had taken of the 

Mies piers, a 1938 photograph of wooden planks spanning the Mies piers (Figure 3.72) and the most well 

known colour collage by Mies – were projected onto the dancers. During our two rehearsals, Margaret 

and I developed three short acts for the performance: the first had the performers on a short rope with the 

window shades up, lights on, and no projection (Figure 3.83); the second had the performers on a longer 

length of rope at the level of the window ledge with the shades down, lights off, and projection on (Figure 

3.84); the third had the performers on the longest length of rope, again with the projection on, lights off 

and shades down (Figure 3.85). The performers were directed to create geometric shapes with the body 

and interact with the architectural features. The UWYO curriculum does not offer performance art, thus 

the members of our 60-person audience knew very little of what to expect. However, they became 

engrossed and at the end of the 20-minute performance, asked relevant questions about my creative 

process in general and particularly its application to this performance. 

The Resor House intervention involved the application of a consistent artistic methodology to 

selected modernist sites, leading me to the belief that perhaps the purest manifestation of a modernist 

building project is in the plan or the concept and not the physical building. Stanislaus von Moos has 

written that for Le Corbusier, architecture is a conceptual matter to be resolved in the purity of the realm 

of ideas; that when architecture is built it gets mixed with the world of phenomena and necessarily loses 

its purity (von Moos, 1979, 299). Colomina points out that when, 
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“this same built architectural piece enters the two-dimensional space of the 
printed page it returns to the realm of ideas…Photography and layout construct another 
architecture in the space of the page. Conception, execution, and reproduction are 
separate, consecutive moments in a traditional process of creation. But in the elliptic 
course of Le Corbusier’s process his hierarchy is lost. Conception of the building and its 
reproduction cross each other again” (Colomina, 1987, 14).  

 
The Resor House evades this ellipse by remaining in the conception stage. And so, we are left 

with neither a relic requiring preservation nor a ruin to repurpose or demolish, but rather with the purity 

of an idea. This notion may in part explain why some of the most recognisable Miesian imagery – the 

Resor House collages or his drawing of the glass skyscraper – represents projects never built. Another 

consideration here is Mies’ tendency to slim down his building materials towards “almost nothing” or 

beinahe nichts. This beinahe nichts approach references the concept of totalisation, or totality. To quote 

Michael Hayes, the value of Mies’ architectural practice, “lies in trying to command the totality in all its 

complexity but without the need to fix it in a static or final form” (quoted in Lambert, 2001, 692). If we 

follow this logic, greater command of a work can be gained if its form is not fixed, thus diminishing the 

importance of the physical objecthood of the building within the architecture practice.  

The crucial question of the Resor House interventions became how to relate the human body to a 

concept of architecture in order to offer the viewer an engaging aesthetic experience. Let us consider 

Mark Johnson’s attribution of art’s ability for meaning-making to the sensual nature of its communication 

(Johnson, 2007, 279) and our discussion of how artworks that employ movement intervention offer a 

meaning-making experience within a body dimension. In the video work, the walking on the tight wire 

has a tensional quality, to use Sheets-Johnstone’s terminology, as the performer fights to remain on the 

wire. In addition to communicating the groundless or floating quality of the collage, it conveys a bodily 

sensation that relates to the remembered personal experience of balancing. It is through this embodied 

experience of the video work that meaning-making occurs. For the live performance at UWYO it was 

possible to integrate the two-dimensional collages into a three-dimensional architectural context where 

individuals can perceive affordances, in Gibson’s definition of the term. With the performers suspended 

from the beam, their movements demonstrated what the building affords them. This demonstration has 



 
 

158 

the capacity to augment the audience’s conventional understanding of the built space. The Resor House 

images were projected at a size determined by the architectural features of the space and in coordination 

with the dancers’ movements. Figures 3.83, 3.84, and 3.85 are video stills demonstrating the potential for 

meaningful relationships between projection, building and performer. This represents an intervention in 

two spaces simultaneously, one conceptual and one physical. Moreover, the performance can be restaged 

within other architectural contexts, thereby forging new and unique relationships within other contexts of 

reception. Perhaps this is a most fitting end point for a research arc regarding the modernist project – one 

that has located an entry point to architecture in its idea stage and invites other architectures into the 

methodology. This idea stage would also be applicable to new architectural projects yet to be realised; an 

endpoint thusly becomes the potential point of initiation for the on-going expansion of the artistic 

research methodology.  
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Figure 3.82. Drawing studio chosen as site for performance at University of Wyoming (UWYO) 

Visual Arts Center 
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Figure 3.83. Performers rigged on shortest rope in silhouette during performance at    
        UWYO Visual Arts Center 
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Figure 3.84.   Projection of Resor House black and white collage on performers in UWYO 
         Visual Arts Center 
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Figure 3.85. Projection of Resor House colour collage on performers in UWYO Visual Arts 
          Center with performers rigged on longest-length rope 
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Figure 3.6. Audience at UWYO live performance 
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This conclusion begins by reviewing the research aims of this interrogation and evaluating how 

they were achieved. A primary objective was to introduce and describe movement intervention within 

architecture (MIWA) as a category of visual art. A second was to extend the work of certain philosophers 

on the intersection points between body-based theory, architectural theory, the phenomenology of 

aesthetics, and meaning derived from aesthetic experience. Realizing these aims proved to be an 

intertwined process. The theoretical arguments developed in Chapter 2 and referenced in 1 and 3 are 

fundamental to the understanding of MIWA and provide insight into the audience reception thereof. In 

turn, defining and describing MIWA extends the theory-based arguments into a new territory of artworks 

relating body to built environment. A third intention was to define and describe the research methodology 

used for the case studies. Chapter 3 outlines the creative process for each study and identifies 

commonalities that together form a cohesive research methodology. This review concludes with an 

evaluation of the way in which artistic practice as research (PaR) facilitated this process, identification of 

potential areas of improvement and clarification of research processes, and discussion of the evolution of 

a pedagogical platform into practice.  

To gain a better understanding of this research methodology’s contribution to the field of MIWA, 

aspects of the case studies will be considered in the context of the artwork review from Chapter 1. To 

begin, the works by Gunning and Brown do not present the socio-political dimension found in many of 

the case studies. The site for Gunning’s Climbing Around My Room is a nondescript domestic interior and 

in Brown’s Man Walking Down the Side of a Building, a multi-storey urban building. These ordinary, 

reproducible sites give the works a universal quality, while also constraining them from connecting to 

cultural issues through specificity of site. In contrast, site selection for each case study is based on the 

buildings’ socio-cultural attributes and thus speaks directly to a historical and cultural moment. The video 

work Bevin Court and the Sivill House addresses contradictions between post-war British counsel housing 

guidelines and the modernist agenda, while Lafayette Park calls attention to the contradictions within the 

modernist agenda itself. Haus am Horn addresses socially progressive housing over the last century, and 

the Salk Institute utilises the cultural interpretation of site to challenge assumptions about, and perhaps 
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idealisations of, the human body. Chapter 1 does include works with socio-political dimension such as the 

Wilsons’ Broken Time and Manglano-Ovalle’s Le Baiser/the Kiss. The key difference between these 

works and the case studies is the type of movement represented. The works by the Wilsons and 

Manglano-Ovalle represent activities consistent with those encountered in everyday life – cleaning, 

standing, and running. In contrast, performers in National Center for Atmospheric Research and Resor 

House (both video and live performance) engage with architecture in manoeuvres that are out-of-the-

ordinary – climbing, tightwire walking, and aerial dancing. Razmi’s Roofpiece Tehran presents MIWA 

regarding the cityscape of Tehran as the architectural subject, while case studies such as St Peter’s 

Seminary and the un-built Resor House focus on more nuanced and specific architectural scenarios. This 

author’s JAR journal article, ‘Movement intervention within post-war British architecture’ characterises 

the process of artistic research for the exhibited works St Peter’s Seminary and Bevin Court and the Sivill 

House as a second manifestation of creative thinking, regarded as separate from the discrete artwork 

(Coussens, 2010). This tool for the artist’s own works “can then become a shared tool for others, helping 

them to understand and learn about this specific artistic practice” (Ibid., 13), extending the scope of the 

creative output beyond that of the artworks presented in Chapter 1.  

Many of the case studies contribute new insights to established architectural dialogues on 

modernist architecture by interrogating the selected spaces with able and disabled bodies. In 2014, Salk 

Institute was exhibited at the CU Denver College of Architecture and Planning in conjunction with a 

visiting artist lecture series. The work was received positively by faculty for its ability to expand students’ 

understanding of physical interactions with and representation of this well-known site. The College has 

since invited me to teach and review student work, facilitating the continued dialogue with students and 

colleagues regarding movement intervention. Also, the documentation of prior artworks related to 

Miesian architecture and proposal drawings for the performance Lafayette Park were included in the 2012 

exhibition ‘Inside Lafayette Park’ (Appendix 3). Many people who attended the performance Lafayette 

Park later that year said they did so out of interest in the previously exhibited works. The audience, which 

included architectural critics and designers invested in Lafayette Park, discussed topics introduced by the 
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performance throughout its duration. Participant architect and lecturer Noah Resnick provided the 

following commentary on the work’s success in contributing new insights, “Henthorn simply, yet 

profoundly captures the ability for architecture to act as framing device, directing our gaze to the physical 

and social landscape of the unique urban conditions evident in places such as Lafayette Park”. Similarly, 

the installation of the Haus am Horn photographic work in a newly-built residential triplex in Denver, 

Colorado made an impression on its architect, Christian Butler. He had not envisioned his project linked 

to the Bauhaus, nor had he considered his architecture, however forward-looking, as belonging to history; 

he said that the installation would significantly inform his design practice moving forward. Future 

endeavours to influence architectural dialogues and practice include showing Bevin Court and Sivill 

House in a group exhibition on Berthold Lubetkin featuring contemporary artworks referencing 

Lubetkin’s architecture by artists including Toby Paterson. British curator Gavin Morrison is consulting 

with the cultural council of the republic of Georgia in preparation for the exhibition’s premier in the 

capital city of Tblisi, Lubetkin’s birthplace. The Scottish arts organization, NVA, has proposed the partial 

restoration and conversion of St Peter’s Seminary into a national platform for public art and potential 

venue for exhibition of St Peter’s Seminary (Figure 3.22). The Resor House video and performance and 

the Salk Institute will now be submitted to future architectural exhibitions such as the Chicago 

Architectural Biennial. A further intention is the conversion of the Resor House and Salk Institute 

discussions initiated in this thesis into publishable articles in peer-reviewed publications such as 

MaHKUscript, Journal of Fine Art Research by Ubiquity Press, London, Grey Room by MIT Press, and 

Performance Research by Routledge Journals, Taylor & Francis Ltd for ARC.   

Cultivating and maintaining an artistic practice as research methodology within the case studies 

necessitated clarification of process throughout each project. Documentation and articulation of a site’s 

cultural history and subsequent on-site experiences and observations inform one another in the initial 

phase, leading to the movement intervention and its presentation to an audience, followed by assessment 

from critical, narrative, and reflective perspectives. The assessment phase of the research process offered 

constructive insights and enrichment to the practice methodology. For example, the St Peter’s Seminary 
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intervention was initially conceptualized through preparatory text-based research.  However, subsequent 

first-hand phenomenological experience of the architectural site, i.e., the pre-reflective response, 

significantly impacted ensuing decisions surrounding the intervention. This early case study determined 

the creative methodology for subsequent projects; site experience became an integral part of the research 

process. It is important to note that the research model at the very outset of this interrogation presupposed 

that findings from the critical aspects of practice would instruct its creative aspects. However, as the case 

studies progressed it became increasingly evident that critical and creative components shared a 

reciprocal relationship in which each informed the other. In other words, the willingness to examine the 

know how aspect of creative practice in addition to the know what and know that endows artistic research 

practice with the ability to unify academic and professional practice (Gray, 2004, 22).  

Audience reception of a MIWA artwork can contribute to its potential meaning; however, if the 

research process is incomplete, the artwork is not yet ready for reception. At Lafayette Park, an essential 

step in the PaR methodology proved to be inadequate: the site visit and on-site rehearsal did not succeed 

in clarifying and strengthening the work’s potential meaning. In hindsight, more time spent on-site and a 

deeper reflection on the rehearsal experience could have moved the project through the creative process 

more effectively. Instead, the performance brought viewers into an incomplete context of creation, which 

detracted from the aesthetic quality, or ‘stringency’ to use Menke’s term, of the viewers’ experience. 

Insights gained from this experience informed subsequent live performance case studies. For Salk 

Institute, the movement limitations of the performer resulted in a more intimate, deliberate, and detail-

oriented experiencing of the architecture, despite concerns prior to working on site that able-bodied 

viewers would have difficulty relating to a disabled performer due to the greater physical difference 

between ‘I’ and ‘Other’. Also, the intervention at the Haus am Horn was intended to question or disrupt 

the specifically programmed nature of the house. Instead, the house imposed limitations at every turn of 

the creative research process, insisting on acquiescence to its programme. Lastly, the interventions at 

buildings designed by Lubetkin and I.M. Pei attempted to tease out these architects’ intentions through 

MIWA. In both instances, the architects were breaking with predominant modernist values of the time. 
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The ability of MIWA to convey the intentions driving these building projects demonstrates the way in 

which Gumbrect’s presence effects and meaning effects extend to this category of artworks. Another 

discovery while implementing the PaR process was that the moving body is capable of providing 

structure for MIWA in the absence of physical architectural, as in the case of the un-built Resor House. 

The interacted with drawings, collages, and photos of the Resor House to connect the audience to the 

building project through kinaesthetic empathy.  

Nelson’s ‘distant abstract’ and ‘proximal concrete’ aspects of the research described in the 

Introduction, clarified the practical methodology and better served the creative process (Nelson, 2013, 

46). The phenomenological experiencing of the architecture here represents the ‘proximal concrete’ and 

architectural concept derived from text-based research the ‘distant abstract’. Also, identifying and 

developing the term ‘context of reception’ made it possible to layer the architectural contexts of 

performer with that of the viewer. The installation of Haus am Horn is an example of this layering. By 

printing an elongated version of the small-scale Haus am Horn photograph on adhesive vinyl, the work 

can be installed directly onto architectural features in a number of ways. Installing the work in a 

contemporary home with forward-looking design allowed the intentions of the early Bauhaus to resonate 

with a space created in a similar spirit nearly a century later. Another example of utilising the context of 

reception occurred at the Resor House performance. Performers were directed to not minimise the sounds 

of their impact on the metal beams and window glass or the creaking of the aerial equipment. This 

provided the audience with audio, as well as visual, information regarding the interaction between 

building materials and performers’ bodies, thereby enhancing their phenomenological experiencing of the 

intervention.  

By carrying out the case studies, areas of improvement and clarification of the research 

methodology became apparent, evolving the model for future MIWA projects. As mentioned earlier, a 

crucial stage of the research process was not properly executed for Lafayette Park. Consequently, ample 

time and careful attention were allotted to the experiencing of site, and rehearsal was more extensive and 

organized for the subsequent Resor House performance. Resor House was the first production involving 
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multiple interventions relating to a single architectural site.  This broader approach strengthened research 

outcomes and resulted in a more successful unifying of academic and professional practice, offering 

multiple aesthetic experiences to the viewer deepened by a true context of reception.  

This is not to undermine the effectiveness of single site-specific artworks within the case studies 

but to say that conceptualizing future interventions will acknowledge the potential value of working with 

an architectural subject for more sustained periods of time, delving deeper into concept, dedicating more 

time experiencing the architecture, and considering more than one mode of creative output. This research 

process was first translated into a pedagogical platform with the workshop Figures in Spaces19, a 

collaboration with artist Keef Winter. Figures in Spaces has been delivered primarily in the university 

setting to students from the disciplines of dance, architecture, and visual art. They are first introduced to 

MIWA in the urban context and then challenged to conceptualize a MIWA intervention and determine 

how to visually communicate this intervention. The facility with which students of diverse disciplines 

grasp the concept of movement intervention, generate creative output, and explore new strategies of 

spatial investigation suggested the potential advantage of teaching PaR with an open approach to content. 

That is, with a curriculum that does not only adhere to MIWA but invites students to work with other 

types of creative practice and cultivate their own methodologies. This greater scope would be better suited 

for a term-long class and, within the U.S., would be best as a Masters level subject. PaR is not yet a 

recognised field in the U.S. and therefore the context and framework of PaR would have to be established. 

Useful texts would include Visualizing Research: A guide to the research process of art and design, The 

Artistic Turn: A Manifesto, and Practice as Research in the Arts: Principals, Protocols, Pedagogies, 

Resistances. Group discussion and reflective writing about the student’s creative practice to date would 

supplement these initial readings. Visualizing Research offers an organised model for initiating and 

executing a PaR project. Projects could be individualised by virtue of smaller class sizes at the Masters 

level. Also, most American universities house all disciplines on a single campus, providing the 

                                                
19 www.figuresinspaces.com 
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opportunity to visit and even collaborate with science labs on the topic of research methods. The 

opportunity to grow this field of research, especially on the ‘new frontier’ of the U.S. would, in its own 

way, offer an original contribution to the field of PaR. 

Movement intervention is an effective method for interrogating architectural spaces, contributing 

to critical architectural dialogues and enhancing the viewer’s everyday experience of their built 

environment. In the context of everyday aesthetic experience Leddy theorizes that, “both in art and in 

perception, ordinary objects can become transformed in such a way that we can see something 

extraordinary in them” (Leddy, 2012, 108).20 By addressing architecture through art, the ordinary objects 

that comprise the built environment in which we live can be seen as extraordinary. Movement 

intervention of the body within the built environment engages the viewer’s kinaesthetic empathy relating 

to the experiencing of space and the sensory faculties that it entails. Movement intervention has the 

capacity to distance us from a conventional understanding of our physical engagement with architecture 

through an oscillation/tension between presence effects and meaning effects. This shift could include the 

immediate experience of the architectural context where the artwork is shown and also future reception of 

other architectural spaces. Again, Leddy, “Only by enhancing the everyday, whether through active 

engagement or through contemplation, can we give life the colour it needs to be meaningful” (Ibid., 111). 

The aesthetic experience offered by MIWA engenders this enhancement of the everyday. 

This interrogation aimed to expand on common perspectives on modernist architecture, not 

primarily with words, but with the body. The case studies focused on modernism in part to address points 

of view such as that of Pallasmaa regarding the intellectually and visually engaging modernist design that 

                                                
20 Later in his 2015 article, ‘Experience of Awe: An Expansive Approach to Everyday Aesthetics’ Leddy 
acknowledges his agreement with John Dewey in that he too sees the close relationship between the aesthetic 
experiences of art and aesthetic experiences of daily life. Leddy notes that whether by the mediation of art or not, 
ordinary objects can be experienced as having heightened significance and inspiring awe or fascination (Leddy, 
2015, Retrieved from: http://www.contempaesthetics.org/newvolume/pages/article.php?articleID=727). We can look 
to Dewey for further explanation of what heightened significance or something extraordinary entails as it relates to 
aesthetic experience. Dewey describes an aesthetic experience as not being sharply delineated from other 
experiences, but as having an immediately recognisable and felt structure, as well as a completeness and unity and 
necessarily emotion (Dewey, 2005, 36).  
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does not offer, “the body or senses, memories or dreams a place to reside” (Pallasmaa, 1995, 10). 

Movement interventions and their visual presentation to viewers and ensuing written and verbal dialogues 

both support Pallasmaa’s notion with works such as St Peter’s Seminary and the related JAR publication, 

and challenge it with works such as Haus am Horn and Salk Institute and subsequent talks on these works 

at a 2015 LGBTQIA artist panel at the Center for Visual Arts Denver and the International Health and 

Humanities Conference at the University of Colorado. Moving away from the quintessential images of 

iconic architecture can offer a critique of why and how these images become fixed and an opportunity to 

expand our experience of these spaces and in so doing, expand our experience of these spaces beyond the 

received image through their phenomenological depth factors and meaning-making potential. Rather than 

accept a widely propagated singular dimension, movement intervention probes further into a built space, 

enriching the experience of ourselves and the ‘Other’ within architecture through the aesthetic experience.  
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Appendix 1: Haus am Horn brief provided to the photographer and performers prior to the movement 
intervention 
 

BRIEF / Haus am Horn / 5 March, 2012  

Subjects: Angus Gordon Preez, Ashe Bowen, Jaimie Henthorn  / Photographer: Marion Preez 

Two main ideas have led to the selection of subjects and the starting point for the photo shoot: 

1. The emphasis on use in the design of the Haus am Horn and whether this accommodates 

or dictates use, with our concern here focused on sightlines and visual perception. When I visited the 

Haus, the design choices regarding the children interested me most, seeming to possess the most 

lasting power. Therefore, I would like to experiment with altering a child’s sightlines in the Haus as 

he occupies the children’s room. 

2. The building project’s forward-looking vision also encompassed social values. I wish to 

convey this progressive attitude by representing a contemporary progressive domestic scenario. The 

Haus am Horn integrated modern technology with the idea of unburdening the wife/mother from the 

full weight of domestic tasks.  It was also looking at prefabrication and affordable access to 

individual family housing, which in 1923 were new objectives for housing.  Presenting two women 

as the child’s parents may be able to communicate the spirit of the Haus am Horn through today’s 

social language. 

 

Walter Benjamin welcomed the fascination with toys evidenced in the collecting and exhibition 

sensibilities of the museums of the Weimar Republic. He also expressed concerns about the social 

implications of toys, giving the success of Buscher’s toys (featured in the Haus am Horn) an ominous 

twist. “Surrounded by a giant world,” Benjamin wrote, “children playfully create their own, suitable to 

them and small, the adult, however, [is surrounded by] the real relentlessly, threateningly”  

(Altes Spielzeug, 514. Bergdoll, B and Dickerman, L., Bauhaus: Workshops for Modernity, 1919-1933, 

MoMA, New York, 2009). This intervention in the Haus am Horn is a chance to playfully scale-up the 

entire structure and let Angus (the child) make it his own world, perhaps making it less relentless and 

threatening. This serves as just conjecture, the springboard.  We will see what the many variables of the 

shoot may yield. 
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Appendix 2: Salk Institute, excerpts from an interview by Jaimie Henthorn of performer Regan Linton 
following the movement intervention 

 

Did the movement involved in the Salk Institute performance change your perception of that space 

specifically? 

Absolutely…Normally, a space like the Salk seems reverent, and if I visited another time, I would 

probably just admire the view and try to stay quiet.  It was enlivening to interact so corporeally and fully 

with the stone: sliding, lifting, pulling, lying, feeling, slapping, etc.  And, it allowed me to get a different 

perspective on the space (such as being down in one of the pools and looking up and out at passers-by and 

the view...it felt like a little harbour, a hiding place).  

 

You agreed to try crossing the stream on the plaza, did the way in which you achieved this differ from 

your expectation? 

I thought I'd be able to lift myself over without hitting the water.  I think I could have, if I'd tried a couple 

of times.  With a paralysed body, simple movements that aren't typical usually take a few practices to 

master.  But, I liked that my attempt wasn't "successful" and I bumped into the water.  It's like when 

you're out in the rain, trying desperately not to get wet, but at some point you just say "fuck it" and you 

get drenched.  That surrender is empowering, and I think it allowed me to avoid trying to do the 

movement in a "right" way and just focus on the task at hand. 

 

Can you describe what it involves for you to stand on your hands and knees as you did during the 

performance? I imagine this to be an exercise in balancing, is this true? 

When I push up with my arms, it takes a lot of strength, but essentially stretches my front body out 

(which is always tight because of sitting in a chair).  And then pushing my hips back over my legs is 

VERY challenging, and feels very unstable (because my hips and butt are like a big weight trying to 

balance over unsteady poles).  Essentially, the weight could easily fall to one side or another (because I 

don't have the ability to push down through my thighs and knees to control the sway), or front to back 
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(because I don't have the core ability to stabilise).  But, I find that I can use my arms to direct my spine in 

such a way that, to an extent, I can control where my hips go.  But, it's still quite a challenge, and again, is 

best done slowly so my hips don't flop back onto my heels and hyper-extend my knees or something. 

 

In what way did this interaction with architecture differ from day-to-day interactions? 

It felt more full, appreciating the materials.  Particularly because it's usually my chair that comes into 

contact with the ground...my feet don't touch, so I'm rarely in touch with the ground surface.  It's therefore 

thrilling to get down and be in contact.   Also, being on the hard surface (as opposed to my cushioned 

chair, or a bed, or couch or something) feels different in my body.  It was nice to have time and ability to 

play around on the surfaces, edges, etc. and not feel rushed or vulnerable.   

 

Can you talk about the differences and similarities between performing on the Salk Institute plaza and 

performing on a theatre stage? 

I think one of the most interesting things was being a little hesitant at first that I was so exposed, and in a 

space that isn't designated for performing.  It felt slightly subversive, and onlookers seemed inquisitive 

and perplexed, and I felt a little uncertain about inhabiting the space so unapologetically.  But, after a few 

minutes I got over it, especially because it started to appear that people were curiously enjoying what they 

were watching!  Usually when I'm onstage, I'm in my chair, so it felt particularly vulnerable to be 

without.  But again, it allowed me to simply surrender, as opposed to sometimes when I'm onstage in my 

chair and I feel an intense need to try VERY hard to move quickly, be physical, and put out a lot of 

energy.  Lastly, it was interesting to be a spectacle in a different way.  Once I was out of my chair, people 

didn't necessarily know that I was paralysed.  I'm used to being observed or looked at, but usually it 

comes with a different kind of value judgement about my wheelchair.  So, it was nice to be a spectacle, 

but more because I was some strange golden creature doing something odd!  It felt like I was in control. 

Appendix 3: Lafayette Park, materials included in the exhibition ‘Inside Lafayette Park’ and text from 
Mies van der Rohe Society blog before and after the event 
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Inside Lafayette Park text displayed on wall alongside Figure 3.57, 3.58, 3.60, and 3.61 

 

Farnsworth House, movement intervention, 2007 

The first practical outcome of my interest in working with van der Rohe’s architecture occurred 

while on an artist residency in Chicago in 2006. This investigation of Miesian architecture took place 

across the Fox River from the Farnsworth House. The relative isolation of the Farnsworth House from 

nearby architecture proved an ideal starting point for this series of investigations. Still photographs 

capture my efforts to dance ‘with’ the House from a distant vantage point across the Fox River. The 

Farnsworth House hovers horizontally on one side of the frozen water and I on the other. Since 2006, I 

have worked with various architectural genres and engaged other manmade objects (such as large farm 

equipment and trains) to explore the directives of function. However, the performance at the Farnsworth 

House initiated what was to become the focus and methodology of my current doctoral research: the 

moving body and performance as a research tool and method of architectural critique of modernist 

architecture, with Mies as a key subject therein.  

 

Weightlessness and Transparency, Carr Chapel, IIT, Chicago, 2011 

In his Laudatio for Mies, Walter Gropius acknowledges that, "he tends to let indoors and 

outdoors float into each other. His additional notion of "universal space" creates new horizons for 

flexibility." Gropius' words begin with a sense of spatial permeation and expand to a larger notion of 

freedom. This environment of expanding possibility prompted my response of permeation of vertical 

barriers by way of aerial movement.  

A weightless or floating quality characterises much of the architecture of Mies van der Rohe. 

Exposure of all working components inherent to the success of their respective forms, both Mies' work 

and aerial dance are presented with utmost transparency. The distillation of load-bearing from spatial 

dividing elements, the emphatically voided volumes, and the use of pinpoint supports lend a 
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weightlessness to his structures and make no effort to conceal the means by which this in achieved. In 

parallel, vertical dance cultivates corporeal agility and strength, as well as intricate techniques with the 

apparatus, in order to create a quality of movement that seemingly dissolves the dancer's ordinary 

relationship with gravity, regarding ascending, descending and suspension with the same degree of effort 

and resolve.  

Proposal text: Performance at Lafayette Park Townhome, July 2012  

Collage of prospective performance (Figure 3.56) 

 

“The way we think about architecture is organised by the way we think about the relationships between 
inside and outside, private and public.  With modernity there is a shift in these relationships, a 
displacement of the traditional sense of an inside, an enclosed space, established in clear opposition to an 
outside.”  

-Beatriz Colomina, Privacy and Publicity, (1996: 12) 
 

The fenestration of the residential spaces at Lafayette Park is a fitting example of the notion 

described here by the architectural critic and historian Beatriz Colomina.  The proposed performance is 

informed equally by this idea and also the function of the horizontality of the modernist window as 

cinematic framing device.  Though there is the potential for contradiction as the former points to an 

integration of the architecture’s occupant with the outside and the latter to a role as voyeur of what occurs 

of the other side of the glass, the seduction of the moving cinematographic image may, in fact, facilitate 

rather than discourage an occupant’s engagement.  A pair of dancers will repeatedly pass through the 

viewing frame that is the external wall of a ground-floor townhome, composed entirely of windows and a 

glass door, that opens directly onto a green space.  Calling on the movement vocabulary of contact 

improvisation, the duo will tumble through the frame, as would leaves in the wind or a pair of birds in 

flight.  Presented to the indoor viewer as a natural component of the outdoor space, the human figure is 

projected from the enclosed space to the outdoor, cinematic space. 
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Mies Society blog posts 

Airtight reason to be in Detroit July 24 (posted July 2012) 
(Figure 3.55) 
<http://blog.miessociety.org/post/27432054370/airtight-reason-to-be-in-detroit-on-july-24>  
 
 
Artist Jaimie Henthorn is exploring historic architecture yet again through an upcoming performance in 

Detroit. For a taste of her work, check out this video of gravity-defying moves she staged last fall inside 

Mies’ Chapel at Illinois Institute of Technology. Elena Brocade was the aerialist. 

 

Henthorn is behind the Tuesday, July 24 performance by Phaedra Eason and Corissa Leveille at 1342 

Nicolet Place in Detroit’s Lafayette Park at 6:30 p.m. It is expected to last one hour and is accompanied 

by a reception. For details, contact Henthorn at jaimierenee@hotmail.com. 

This event is concurrent with the Mies Society’s exhibition, “Lafayette Park: The Settlement Shape,” in 

S. R. Crown Hall through Friday, July 27 (on IIT’s Main Campus). 

Above: Henthorn’s rendering of the July 24 performance in Lafayette Park. Henthorn is a doctoral 

candidate at Trinity Laban Conservatoire in London. 

 

Mies + Performance pics (posted August 2012) 
(Figures 3.64, .65, and .66) 
<http://blog.miessociety.org/post/28501228868/mies-performance-pics> 
 
Choreographer Jaimie Henthorn sent us photos of the Lafayette Park-specific performance staged last 

week.  

Henthorn created and directed this one-hour dance by Phaedra Eason and Corissa Leveille at the 

Detroit-based urban settlement. For thoughtful context for this piece, she sent us the following text. 

  “The way we think about architecture is organised by the way we think about the relationships 

between inside and outside, private and public. With modernity there is a shift in these relationships, a 

displacement of the traditional sense of an inside, an enclosed space, established in clear opposition to an 

outside" (Colomina, Beatriz, 1996. Privacy and Publicity. MIT Press, Massachusetts, London, pp 12). 
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The fenestration of the residential spaces at Lafayette Park is truly one of its most fitting 

examples of the notion described here by the architectural critic and historian Beatriz Colomina. The 

performance is informed in equal parts by this idea and also the function of the horizontality of the 

modernist window as cinematic framing device. Though there is the potential for contradiction as the 

former points to an integration of the architecture’s occupant with the outside and the latter to a role as 

voyeur of what occurs of the other side of the glass, the seduction of the moving cinematographic image 

may, in fact, facilitate rather than discourage an occupant’s engagement. A pair of dancers take repeated 

passes through the space just outside of a ground-floor townhouse with a viewership inside watching 

through a wall composed entirely of windows. Calling on the movement vocabulary of contact 

improvisation, the duo tumbles through the frame, as would leaves in the wind or a pair of birds in 

flight. Again, to quote Colomina, “To be “inside” the space is to see. To be “outside” is the be in the 

images, to be seen, whether in the press photograph, a magazine, a movie, on television, or at your 

window…But, of course, the fact that (for the most part) this audience is indeed at home is not without 

consequence. The private is, in this sense, now more public than the public” (Colomina, pp 7-8). 
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