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ARCHITECTURE, THE IMPACT OF THE
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The creative phenomenon, architecturep@pulaty understood through its practical
profile, as aunction of figural characteristics which deals w#batialneeds of a social
class within a certain time perioBurthermore, ti seems ofterthat @mprehension and
valuationof currentarchitectural forms and architectural ensemlalesaffectedby the
already established percepts of the beholdethis way it seems quite usual the factttha

lay observersand usersush to conclude tdesignatios | i ke Abeawuti ful o
Aini ceo, Auglyo.
But architectur e, from tmueh mare muitidimeasionab s p o i

procesdoth to its understanding and its becoming. Into this agpekitecturas directly

related to a precedent theoretidahse T hi s contempl ati ve face

becomingis a mental exercise arnth existence igmportan becausdt formulates the

architectoos gui di rsgasto belp\himestablishnhssexpeessnalr ul e s

goals.

All this theoretical inquiry in architecture draws on a number of issues that are usually
inseparably bound to sociatonomi@al and human condition of each particular time

period. Some of the crucial bargained themes that acquimagp or t ance i n ar ct

history have been: function and its relation to architectural formsocial impact of
urban design; environmental coesciousness economy of natural resourcesed in

construction,- economy of space,| i gh't and ités I mportance

architecture This paper deals with the idea that past experiences exert important
infl uence both ignopro@sscahd tb ary tpresert Gesperiahae sand
understanding of space and forms.

One aspect of this engrossment involves the manner in which new architectural aesthetic
might incorporate elements of pegisting forms and the degree there is a conscious or
unconsciougliscourse among the twénother aspecinvolvesthe speculation that our
experience of space, through perception of forms, migimfheenced byinstituted past
encounters.

A possible approach to the aforementioned issues lies, in my wighin the human
perceptual structuré@self. For this reason, this paper is going to discusstly the
impact of memory on visual structure as it applies specifically on architecture taking into
account the observation of Gestalt psychology of percepsowell as those of certain
philosophersvho have dealt with important aspects of the same subject.

The conent o f this paper i's significantly infl
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ARCHITECTURET HOW IDEAS BECOME FORMS

Let me retun oncemore to the architectural designocessand all the precedent mental
work. We have to explain to this point that any appreciable architectural creation arises
from the sperm of an idea which leads and evaluates synthetic work. Ithdafitst
corception spark maybe originated from a specific point of viewicopictur® from

which somebody has tpull back searching for the main them&he most usual for
conceptual procedure is to move erratically back and forth among conception of part and
whole Only when somebody is able to review the procedure on the whole, he can realize
the logical scheme which leadffom the basic theme to the final embodiment and
essence.

The germinal idea is crucial for human conception. Either we are talking for agsiece
art, or a machine, or a scientific theory, or financial structure, they all spring from a
central idea and they evaluate aroundnt.architecture central theme operates like a
bridge between functional prograamd syntheticaktructure The relationsip between
these fundamental fac®has been a kind of mental gfgle for architectural theory.

Nevertheless it is essential to be considered that apart from architectural synthessis, the
is needevenfor theb u i | dprogrgmitself to employeventwally a form of optical
arrangemensince it is willing fornew datumto getthe form of any working structure.

So, fnally everything has to be deployedasially and usually to thisepresentatiors
assigned a true optical scheme in form of diagram oarpap

At this point the final creation and its synthesis come to share thelsaguage thaof
optical thought.

In the first stages of architectural conception the cognitive model dodaksobn the
definite form of finalobject. Just like in thepicture 1 models show a configuration of
dynamic action that can also be depicted on paper using squares, triangles or circles. In
this way the basic structural theme of a building oftgkes the form of a system of
arrows, or of volumes that ardesignateaf direction, general pportion and immiscible
topological relations But this postulates that the basic structure is visitesion in

reality is the only medium through which mind apprehends.

N

Picture 1.Configurdions of dynamic action
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If our goal is the understanding of the final building there is no need for us to stay on a
specific stage of sythetic procedure or to focus totheo i nt  whcetruer afl sot rb e c o
Aopti catlhoe npoori ntto wh e na ciiee stsoe nficeexot Cagrceptehsé pslic h e
optical from the beginning to the end and remaimyr@amicstructure during its course

for the final scheme that wi || all ow the
existencé
So, if spatial thoughts andédas ar e rel ated to optical 0|

indissolubly bound to optical perception and the way vision works and apprehends
reality.

HOW DOESOPTICAL PERCEPTION OPERATE

Vision is notconstituted into mechanical record of apprehensile elesmiemt on the
contrary it is a truly creative conceptior ionportant structural arrangements is i
fanciful, -inventive,-acumen;beautiful. Most of times vision grasps a formmediately
ratheras a general structutanas a welding of separate mamBut how is thisstructure
finally definedin our mind® At the meetingpoint wherea stimulus, which igprojected

onto retina,encounterghe projection that is elaborated to the nervous system, what is
that which contributes to the appearance of shap@i consciousness?

When we look at a simple outline it seethatt her e ar e mas.tNeverthelegs ¢ h o i
why do we tendo see the four spots of pictura ke square, just like in the picture 2b

We can hardly see them like @antedrhombusor side face vieweven ifthese shapes
embodythese spots. If we addur more spots in the picturea,2the square disappears

and in its place we see a cirdehemepicture 2c White circles oii for some beholders

I squares are seen in the center of the craaspgture3 althoughthere is no mark of

circle or square outlifte

Picture 2a. Perceptual exercise

Picture 2. Perceptual exercise
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Picture 2c.Perceptual exercise

Picture 2d. Perceptual exercise

Phenomenon ahis type finds explanation in that which Gestalt psychologiatl basic
rule of opticalperception:fiEvery arrangerant of stimulitend to be perceived in such a
way so as the resultant structure consciousnesto be the simplesallowed bythe
apparent conditionsd

Buu what does tobe WWe i dnpdhisthiscps® e st

Julian Hochberg attempted tiesgnatesimplicity (he preferredo use thgregnanterm

Abet t eapplyingto itthee theoy of informatior): A T haeounhtefinformation

is needed in order for a specificrangemento be setrelatively to other alternative
solutions,themorpossi bl e i s for a picture to be per

Spinoza at aquotationi n hi s b 0 alleged i B thhait ¢ exists rindhéngso
themselveslthough weknow nothing about them and their nature hings are arrayed

in such a way, when they appeamutthrough our senses, so that we can imagine,them
and so we will beble to remember therm this case we can say they have a good order
but in the opposite case we would say that they are out of ordef arimi on . 0
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THE IMPACT OF MEMORY ON VBUAL STRUCTURES

Any optical experience is embodied and framed in an environment of time and’ space.
Just like appearance is influenced by vicinal objects in space, in the same way it is
influenced by preceding time. But just the fdwatwe recognize &lthis influence does

not affirm that all surroundings of an object alter its color, shape or twrgeer, an

obj ect 6s anptpustampadud ef all dynamic effect forced on it. Such an
understandingvould be completely irrationahevertheles# has often been alleged for
time relationsThere is oftentte belief that what human seesw~ i at apresent timeis a

result of past timeThat all the preceding experience whi ch we can <cal l
t r a cirdlenrices our present perceptiona quite reflective manner unconsciously

For example the fact that | recognize the points in pic2dike a square is owed to the

fact that | have seen many squares in the past.

PP

Picture 3. Perceptal exercise

The relationship between present and past moments should be considered but in a less
n a pwaye

First of all we must not continue to put responsibilities in the past days before admitting

that there has been a starting point which workgha®veginning for whatever comes.

Gaetano Kanizsapasset as f ol |l ows: Afwe have been cap
that surround us exactly because them themselves are consisted of perceptual power
which work independently of our experience, allowirgyaonsequently, to grasp their
experienceo

Furthermore, cact i on bet ween an objectds shape t
shapes that we have seen in the past, it ds
whether there is any kind of connectianang them®

For example picture Balone looks like a triangle attachecha verical line. But the
sequence of & 3b, 3c, will probably reveal a squarready to disappedrehind a wall.

This trick isbrought out not only due to spatsettings justike in picture 3but more
imperatively it comes from temporal precedent. For example like a, b, c, d, scenes will
follow one the other like spots of movement in anadilm.

Also the trick is taking place because a strong structural resemblance gatHersnthe
togethe. In the same way in picturetde shape will change completely if we are told that
a camelopard is passing by sawn from a winddkis verbal descriptionstimulatesan
optical memorial tracevhich looks like the pictures sha@sd connectst with our
perception.

"8RudolffAr nheim, fArt and Optical Perceptionodo, Universi
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Picture 4.Perceptual exercise

There are lots of times when stimalrangemenare in a way insui€ient, and misty. In
picture & the shape can be seen in different ways because its stigigesais room to
read it through perception either as clepsydra or as’table

X X

Picture 5.Perceptual exercise

The afoementioned experiences do not shbat all that we see are totaliffectedfrom
what we haveleeady seen or that suskttings are forced out from langualféThey just
show that memories of familiar objects may influence the shape that we peateiv
certain moment and thdtis perception isotally connected to thestructure.

The inluence of memory is becoming important when a strong personal need forces the
behol der to watch objects of certain appr e
stronger the biological relation to the object is to us the ripest we are to recognide it an
accordingly the more tolerant will our jud:

An extravagant example is that of a man expecting to meet his girlfriend at the corner of
the road. He will probably see her at every passing woman and in this absicacieac
can place the Atyrannydo of fAmemorial trace

PERCEPTION MOVEMENT - TIME

In this point | would like to pose rew dimension to the approach of perception through
memoryand time sequencewill attempt to distinguish being from becoming.

Objects are exposed to our eyes especially like stable entities that accomplish some
actions. For example a behol derés gesture
something stable, although higists andphysicist react to this? Even a cloud is

#O2RudolfAr nhei m, fAArt and Optical Press®ekeley®Mo, Univer
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perceived rather as an object which is transformed than like an action. The same idea
holds for any example where change is not depended on movement.

Movement forces the most intense optical influence onto our attention. It implies some
change to the swunding conditions to which man and animals are expected to react
automatically.There are two kinds of movements, those who evolve in space and those in
time® Is it in reality the experience of time that which separates the perception of a
dance notatio from watching a painting? When a dancer crosses overape sarrying

out a leap, this might b&part of our experience, maybe the most important, that time is
passing during thiaction?It comes from the futurgumps into present and moves to the
past. Soif the | e a @ctiom belongs to preserthen which part of the performance
belongs to past?

In a letter of 1789, which is attributed to Mozart b ut pr obably wasnodt w
this form, the phenomenon oibed greatly.s\Whenaa co |
musical theme calls forth his attention as

| evolve it all the more widely and clearly and the whole thing tends to get completed in

my mind even if itis too long, so that now on | havddl supervision of it with my eyes

just like a beautifupicture orperson. And | hear it in my fantasy not in cohesion, just

like it will evaluate lateron,bite s &y al |l toget h'er si multaneol

Something similar is needed for the true undeditapof a symphony, a movie, a dance
performance, an architectural experience. In every specific movement webenay
unawareabout what will happen next, but we should not put away what we have seen or
heart previously. The whole acti@volves step by stepo a whole and as we watch its
progresswe turn back not to loostne existent optical or acoustical perception, which
survivesinmemory>’Past i s not avail ab pesceptibbandther mi nd
sentiments, not only of yesterday lalsgodt he preceding second, ha:
survive anywhereelse butonly in whatthey left behind in uslike rermants called
Aimemori al® tWhateswer these tracesd nature
At emgor alnst ant an eeadh gptider ancealiec ftom negv arvivials. The first

beats of a dance composition will never be the same by the time we haveesesst ti

it. Everything thaprecedess continuously reformed from what follows later on.

So any new apprehensile which apg finds its place in the spalt structure of memory.
In our mind every trace has a direction but not a date. The structure of this execution
arises from the co action of these traces and what all these leav¥ in as.

An interestilg approaclonthis subjectr ef er ri ng t o alhasbeéentmadet ur e 6
by MerleauPonty in his fAPhensagiegnol ogy of Percept

fié . But we still believe there is a truth abquasttwe base our memory on the wor
which the house has ifiseplace as iteallywas on that day, and which guarantees its being at this moment.

Taken in itselfi and as an object it demands tothken thus object has nothing cryptic about it; it is

completely displayed and its parts-enist while our gaze ns from one to the other, its present does not

cancel its past, nor will its future cancel its present. The positing of an object thereforeusigkbsyond

the limits of our actual experience which is brought up against and halted by abedtigrwith the result

that finally experience believes that it extracts all its own teaching from the olyjecthis eksta® of
experience which causes al/l perception to be percep

13141516 RudolfAr nheim, fAArt and Optical Perceptiond, Unive
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MEANING IS THE INNER QUALITY OF OBJECTS.

At this point we hae to emphasize that it would be fallacious to approactep&on of
shapeglisposing from them meaning.

Going back to the basic ruefs ifimpl i ci tyo we would say thr
Baut that dAit iIs true thati onndsorsdiemp Ifiocri tsyo,
be able to understand the order that rul es
goes on designating creative simplicity as

apperception of the vital inner part, under whichgeverhi ng el se have to t

It is true that every painting or sculpture is supposed to contain a meaning. Eigher it i
Adescri pti v ermeferoto something. It comstitutes a dedlaration to the nature
of our experiences. In the same way, tioial objecs like a building or a tea kettle,
proffer expressionof its utilitarian existential qualities in our eye®.Hence, these
obj ect s 6corxcermmptionlyaheit optical appearance but also the relation among
visual picture and indentedatement. Disaccord between a complicated meaning and a
naively simple shape will probably produce a sensmoéternation

In picture 6, @me group of sixeyed formds connected with each other through a rule of
logical sequence of objects. Watchitigem, our eyes create a down strike curve
connecting the figures in a row of objects that incliaesl finally fals down!® The
dynamic figural meaning of this painting personate the suseegdiases of a course:
carelesswalking, demur, panic, falsstep, back fall. All these meanings are perceived
and refer to the inner dynamiembodied in pictures elements as whole through its parts.
This comprehension is attainetirough changes obptical elements likevertical
alignment, directionl i n engtisand lorder of theco-existent pad. The resemblance of
shapes is strictly reiterated based on the gradual chaoges the eyes will follow the
natural evolution of actionMaxim of cinema is applied here sohesionof coincident
point in space. Factiti@mumovement in cinema is based on the principle of simplicity in
temporaldimension demur

/ panie
falsestep

Careless walking —P, // -—
/ Backfall

Picture 6.Perceptual exercise

The unifying force of logically steerefdrm is used symbolicallyn Cezanne painting
AUncl e Dpictaie 7.i Theocrossedandsseemenchained in their position, like

they can never separate. This effect is achieved in some measure through the fixing of the
sl eeveds strip asnwhithhsedefiped byptlee rsyimmetny biarand a x
cross. Symbolically speaking the picture represents the connection between human mind

BYRudolfAr nhei m, AArt and Optical Perceptiono, Univers
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and faithodés symbol , tNaturalbbdyactionid réstoctedahdtso i s d e
quiescence of contained eneigyreated®

Picture7. Sketch of Arthur Dominic painting, Cezanne
EXPRESSION AND SYMBOLISM INARCHITECTURE

Two of the most important aspecod f ar c h substanceas we base already
mentioned are function and expressi®he later is usuallyicectly connected to form.
Although expression is cardinal, it usually takes less impoetaim architectural
discourses, and when it does it can be oftemfused with traditional symbolisfh

Onone hand, function has gathered gliegtortance and it igalsely icentified into the
bodily needs. &nction owes to refer to the totality of human neeash tbodily and
mental.

Ontheot her hand, buil dingdbs expression is ba
dynamics of optical form. Dynamics is an atttduwhich is ascribed by mind
spontaneously and ecumeally to every perceived formAny figure isconceptualize

by nervous system in such a way that perceptual mechanism can grasp its inner
structure?® Perceptual dynamics is used as vehicle of expnessinder its general

meaning, giving examples and depictions to ways of exist®hadh areincluded both in

naturaland artificial objects, antb bodily and mental courses.

Dynamics have general attributes like directness orlfilityi expansion or camaction,
openor close, brightor dark. These dynamic characteristics can be perceived not as
optical features of a specific objdatit as fixture in nature itself. They are experienced
like ways of existence and communicationvhich we can find examggén our mind.

L e ttdkes an example close to architecture, an armchair. When somebody looks at
Barcelona armchair, designed by Mies Van de Rohe in 1929, he first of all notices the
absence of wvertical and hori mavenen®d!| aé¢lt e hmeimte
this armchair does not demand from the user to accommodate his body to the rigidity of

202022RudolfAr nh eArm, aind Optical Perceptiond, University o
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the basic perpendicular frame, but to ddjustedto his own sense of comfdrt.The
vertical alignment of the c hilinatiénsandifasoc k a n d
to attraction of gravity. In this way the back is used rather for relithmar@ as a brace

which compels alignmenTo t hi s chairés composition an
ascribedthat ofthe curved steel bars which amidit elastc compliance.

The curves are designed in such a way that tdegonstrate adequate stability to hold
the burden with safety. The whad&ructure attainéinally an opticalconsistencydue to

its conformation to simple geometrical relatiofiis immanen contradiction between
light, elastic formand strong sense o$tability implants to this objecta compelling

dynamical expression. ttansformsit to a symbol of a life style of the current cultural
conditions under which it has been conceived.

>
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Picture8. Sketch ofArmchair Barcelona, Mies Van de Rohe

Picture9. Armchair Barcelona, Knoll International. New York
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10



l nternati onal Congress of Aesthetics 20

The ability to perceiving expressial character in things is inherent in human mind. It
exists in pure form in children, iprimordial civilization and also in peoplavith
developed intuitional sensitivity, like artistsThis human ability is usually blocked by
civilization which favorsfunctional avail under the pure material meaning, denying to
identify things that can not be counted.

SYMBOLISM

As we have already mentioned symbolism is usually confused with expression. But
spontaneous symbolism works completely differently. Oral dpéerces us to account

object attributedike adjectives that is to sayobjects attached to objects. But by the
moment we will consider them dynamically we find ttiegy attach better to action than

to objects and so they are better adverbial than atie€tThat 6 s why when we
a teakettle has elegance we actually say that it serves with elegancet ais tfam

introduces us gracefulin the world of its action.

Architectural symbolism begins to act when the synthesis of a building lgpsssthat
comprehend a conventional meanidMgdieval thinking particularly tends to pose such a
meaning in every shape. In Pevsner projects this aspect is referred to the Gothic cathedral
templ e. For exampl eduscaciforrhdnechasdpresent thé atoess Du r
symbol and windrane inits aciculateacumenis the preachewho Awakens the sleeper

from the night sins. o

History ha shown that architectural creation, both to its whole and its parts carry, in one

way or another, a symbolic statemavhich transfes through our senses, qualities and
meaningsamportant tothe understanding of existence. Symbolism appeal to our senses
revealing thegeneral which is contained into particuéard consequently uplifts the later

on a stage of higher meagi*® These expressional qualitiean survive in a buildingnd

go oniin time- to create a profound experience ewdren a specific tonef meaning can

be found only through historical investigatiomaybe the arched form of a cupola is not
implyinganynor e t o the religious picture of the
casing it preserves eternally a spontaneous affinity to natural sky and so takes part in
some of the most crucial of its expressional implications.

The most stable a traditionalmsiol is attached to the appropriate concrete picture, the
more possible is for it to survive through the changes of philosophy and &iltimréhis

way lots of symbols have been assigned with specific meaning that anchored their
figurative expressiomia rathebarrenway. Furthermore,tiis important to consider that

all theseconventional symbols, with their rathesrdined meanings, do not constituge
prototype expressive padmymore but only a restricted application to it.

Based on the aforemioned approach, a lot of misunderstandimgs brought ugn
architectural creation and perception.

MBB2ZTRpudolfAr nheim, AArt and Optical Press 8akeleyjl0Mo, Uni ver
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ARCHITECTURAL LENDING

During time many architectural synthetic courses have been searching wewigtest

established formations to borrow elementatthould be used so as to represent the

current timé &eas. For example in Renaissance timveh en fAmand was conc
the centero f the epochdés bel i ef s classicdl foemsTheyc s , ar
searches for therither inGreekfi Go | ¢ e shudiesof 4" B.C. centuryor to Roman

formations which have been fullgffecied by Greek classical tradition, arndere still

alive in the surroundinguins. What has led Renaissance architects to classical
architecturakreation was the fact thalassicalforms weredetermined in relation to the

human scalkaccordingto theirt i me 6s cul t ur al anad thisl expresdive gi ou s
quality matched perfectly to renaissansgirit.

Picturel0. Greek templé¢ vy p o IPeegy pfi er os naos

Picturell. Chapel in Saint Peter Cathedral, Bramande, Rome

For examplein the chapel of Saint Peter in Rome designed by Bramande there is an

i mportant reference to t h(pictuell® Shisiemdmmdof t vy p e
architectural typolog was common at that time as it was already spread even during
Romantimes But B r a ma whick i6 based oneaecitcie plan, with dsrved

dome casing, has a figurative rigid expressjaite different from that of Greek temples

This transformion was important in order to represent properly $pecific useand

characterof the chapel We could say that generallgenaissace employs classical
formationsin a qui te MAanal ogi cal oto alierationg m.scal§, hey n
structure and figutave details so as to support the ideas of the time being.

Let 6 s othem &xampla m fBcentury fi e c | e ¢ which camenup as a result of

i hi st @ prought wmarchitectural creations whicombined hetergeneousorms

both historically and gegraphically. Usually the final produced imagseemed
complicated and foggy due to the all the promiscuous effects and conjunctans.
eclecticism Alan Colguhoun wrote in his AT
new Agenda for Architectucefi..eclecticism is based on the power of different historical

12
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styles, aiming to become a symbol of ideas detached from the cultures that brought them
fortho

There are many other examples in history and practice of architeciuhere
incorporation of past ements constitutessimply a superficial dnging of figures

detached fronmany expressive poweand dynamics.This sterile contact to past figures,

which sometimes get the face of minbenefits the ability of forms toarry a meaning
andbecome symbols. Usliithis phenomenomriseseitherwhen there is iconsistency

between intended meanirand its embodimenor when there is loose desire for pure
expressionor whenar chi tects feel i nsecurfeguratve decl i
tradition. The activationof this mechanism is popularly linkédeven in our daysto a

generalized wayo demonstrateespecto tradition andfar distanthistory.

Modern movementin 19" century, was one of the most important theoretical and
practical artistic and architearal, institutionsthat alteredccompletelythe intercourseof

present and past forms. Some of the basic elements which contributed to the synthesis of
Amoder nd i de anew appreachoiehistory and constructienyisual and
philosophical conceis with mechanizationattempts at distilling certain essentials from

tradition, -moral yearning to honesty in form exEressien'ntegrity and simplicity,-
aspiration towards int®rnationalism and fAul

Picturel3. Piet Mondrian, Corposition in Blue 1917, oilon
canvas, KrollerMulle Museum, Otterlo

Picturel22Pa bl o Pi cas s o, ,ollda&dnvag Offemlieheé Kanstsandmlufg, Balse

However, without the influence of cubism and abstract #resarchitecture of the 1920s
would probably be differenThis was not much a matter of architects lifting motifs from
paintings and aping their forms, as it was a matter of infusing the entire three
dimensional anatomy of architecture with geometréoal spatial charact@analogousto

that first discovered in illusionist world behind picture pl&hélhe emphasis on

BBPWilliam J.R. Curtis, @ MpRhadomPressrLimiedd9&ppis0r e since 19
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