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Preface

In a vast cosmos of  perpetual surroundings, our built environment tri-
umphs as an utterly inspirational and damning phenomenon. The cold 
touch of  concrete, the mystery of  shadow or the fragrance of  age pen-
etrates our every memory. Each architectural nuance influences our hu-
man character. The sensitivity to our corporeal senses perceives rhythms 
in our imagination. Ethically, we must evolve our awareness to the built 
environment, for architecture is more complex than the mere geometrics 
or the visual extraordinaire that we initially presumed. It is a passive entity 
heralding delight or dominating mankind.

But is architecture truly static or can it be an event?

Figure 2.
Work Will Set You Free: Munich, DE

(Jeremiah I. Johnson, 2012)

May we never forget the terror once 
forged from a fascist architect 

that truly hated mankind. 
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How can architecture be intuitive?

An Abstract

Today, architecture constitutes the greatest range of  the built 
environment; yet our buildings are causing physiological and 
mental stress to the public. If  architecture is designed intui-
tively by engaging the public’s senses through innate habits, 
we can reduce the stress caused by ‘counter-intuitive’ design 
and delight the guests. This Thesis explores ‘intuitive design’ 
through an ancient typology—the bathhouse—built cliff-side 
of  Lake Superior in Northern Minnesota. By utilizing the 
concurrent transformative mixed research method, qualitative 
and quantitative data will present a cohesive analysis to com-
plete the architecture.

Key Words: Intuitive Architecture, Purposeful Design, Public Space, 
Ethics, Senses, Habit, Memories, Connotations

Previous Page: Figure 3.
Footprints, Palisade Head: Minnesota, USA
(Jeremiah I. Johnson, 2012)
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A Statement of Intent

Typology: 
Public Baths, Restaurant and Hotel.

Claim: 
By Engaging the human user’s senses through their innate habits, connota-
tions and memories, architecture becomes intuitive.

Premises:
1|Architecture is the largest and most used aspect of  our current culture. 
It has the potential to inadvertently cause stress through the poor applica-
tion of  design.

2|Today, an assortment of  controls are used for both wrong and right rea-
sons. Marketing, debate and psychology are forms of  manipulation to sway 
a persons thinking. “Every McDonald’s, for instance, looks the same--the 
company deliberately tries to standardize stores’ architecture and what em-
ployees say to customers, so everything is a consistent cue to trigger eating 
routines” (C. Duhigg, 2012, p.50-51).

3|The human user is our reason to construct the built environment. Hu-
manity is the sole importance to our profession. We must treat them with 
the utmost respect. Architecture must then not ignore human senses, hab-
its and rituals. We must therefore design for the user in a manner that is 
meaningful. 

4|Every human exhibits certain habits formed from natural tendencies. By 
engaging innate habits through the senses, the architecture can produce a 
positive improvement on the physiology and mentality of  the individual.

Theoretical Premise: 
If  a built environment can engage the user’s senses made manifest through 
their innate habits, intuitive architecture will reduce the stress caused by 
counter intuitive design.

Justification: 
Drywall, Cubicles and Dank spaces are the hallmark of  our culture today. 
We have misplaced the genesis of  our humanity—intuition. Today, we are 
at a crisis. Architecture is slowly dwindling away into a field where efficiency 
is more important than purpose and practicality. We have lost focus of  the 
human component. Our users are becoming ill from our counter-instinc-
tive designs. All humans exhibit certain innate habits, behaviors and human 
rituals that should be fostered. Studying these habits will allow intuition 
to become embodied into our designs. Ultimately, the human user will be-
come healthy, proactive and stress free.

Right: Figure 4.
City on a Hill: Barcelona, ES

(Jeremiah I. Johnson, 2012)
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Building the Narrative

Standing before a cold and heartless night, a position for the ‘hearth’ is 
confidently and delicately chosen. The fire is suddenly ripe with delight. 
The unhurried process of  burning transforms the haunting of  ‘ghoulish ef-
figies’ into their former selves: trees and bugs. A night of  survival is for the 
brave and practical. One must instinctually perform to stay alive and build 
a home where no civilization exists. My great yearning for the outdoors has 
left me with a high level of  sympathy towards the innate habits which all 
humanity unconsciously embraces. These are the impulses our ancestors 
used to survive and craft the world around us.

Unfortunately, today we act without instinct and indeed we express this is-
sue in our architecture: denial of  the senses, loss of  context, little purpose, 
refusal of  higher meaning and no intuitiveness. Our priorities have switched 
gears towards the philosophies of  technology forgetting that architecture 
and science should never be separated. We have become a counter-intuitive 
society without purpose. We erect oversized boxes which deny our human 
scale and habits. We are physiologically and mentally taxing humanity.

Conveniently, a simple examination of  our primal to modern lives will pro-
vide the answer to this deep crisis. The innate habits we use everyday is the 
key to intuitive architecture. With purpose comes intuition. We all crave 
architecture that provides our senses with an immersive experience. There-
fore, the bathhouse—an ancient typology—will be an example to root our 
designs. 

Suitably, the majestic Lake Superior brings all to their knees with the frigid 
blue water. After one long and arduous journey in the woods, I was left 
dirty, hot and irritated. The smell of  the lake seasoned in the heavy winds 
of  summer drew me quickly. I saw sharp splendor as I gazed upon the vast 
expanse of  the horizon. I slowly submerged myself  into the tranquil lake. 
My muscles tensed, my body paralyzed and my mind became hypersensi-
tive. I practiced the purification of  ablution which primordial cultures tra-
ditionally invoked. The Bathhouse embodies this experience and provides 
a rest from our counter-intuitive architecture of  today.

Right: Figure 5.
Atmosphere: Minnesota, USA

(Jeremiah I. Johnson, 2012)
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A Client-User Description

The Steam Baths are suited for the public. This is a place for the near and 
far community to have active participation. The baths hold a small group 
of  people allowing a personal and intimate level of  social interaction but 
for a greater range of  guests. The client asks that the bath be a public space 
as they traditionally have been.

The client also allocates space for room and board. While the baths share 
a close relation to the public, the rooms are private. They are a separate 
entity only connected with this ritual of  ablution. There will be 20 rooms 
to promote intimate public social interaction. 

These public baths will be for anyone; simple transportation is only neces-
sary. Bus transportation runs from Duluth to the site allowing public trans-
portation to become a means of  access.  Driving by car allows for a more 
free reign of  mobility. Parking is identified for the guests and is integrated 
into the site. Arrival by boat can take place at the public marina south of  the 
site. A Municipal Airport is also located just south of  the site as well. The 
Baths are also accessible by the Superior Hiking Trail. Walking Paths are 
linked near the site and is a popular form of  mobility in this area. 

Because water activities are dangerous, certain precautions must be taken 
for children and persons with disabilities. Account for slippy materials, 
deep water and balance issues. By taking these into action the baths will be 
a safe environment for all participants. ADA access to each pool is designed 
for. The local staff  will be available for any inhouse issues that arise.

Further, there will be a receptionist to answer questions and tour 
groups through the site. A maintenance manager will quickly fix prob-
lems that arise. The restaurant will have a chef  and waiter on hand for 
any needed refreshments. Lastly, care staff  will keep rooms clean. 

Peak times come during the colder times of  the year while summer still  at-
tests to active involvement. Simply for the purifying qualities of  warm and 
cold waters during seasons of  a harsh environment, the baths become a spot 
of  activity. The use of  water during the winter seasons is hardly spoken of  
in Minnesota, so a community space for water activities is highly regarded.

The Major Design Elements

The baths employ these spaces intuitively:
1. Parking and urban transportation integrated for public use.
2. An entrance foyer for the public to glimpse at the coming baths.
3. Rest room spaces for Male and Female.
4. Clothing change rooms and resting area.
5. Initial cleansing room with rock shower and drain.
6. Main baths with warm water.
7. Main baths with cold water.
8. Sauna room.
9. Rest area without water.
10. Boutique Sleeping Rooms.
11. Restaurant and Meeting Hall.
12.  Public walking path connecting Palisade Head to site.
13. Sculpture Garden and lightwell roof.
14. Courtyard for Social Gatherings.
15.  Heating and Maintenance room.

Right: Figure 6.
A Sailboat on Lake Superior: Minnesota, USA

(Jeremiah I. Johnson, 2012)
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Site Information

Palisade Head and Lake Superior convene at the edge of  a primordial land-
scape. Rock and debris are indomitable apart from the sharp, blue waters. 
Nothing escapes Lake Superior. The bath house so instinctually connects 
with the interaction between land and water that Lake Superior becomes 
a principal example. The protruding shelf  of  Palisade Head interrupts the 
rhythms of  the water like a colossal man entering a wave. The site views this 
natural event over the course of  the harsh year.

Providentially, because the cliff  side is connected to a public lake, the Bath-
house once more intuitively unites the site. Seriously taking into account 
the private versus public land, this public typology will not take away a 
resource that we so dearly need but rather invites public participation with 
nature. The significance of  the bathhouse on this cliff  allows the public 
to make use of  an unused landscape. Currently, this terrain in uninhabited 
but through propagation and acoustic dampening, the site will enliven the 
North Shore—as if  Lake Superior was never whole without the Bathhouse.

Left: Figure 7.
Cliffside Palisade Head: Minnesota, USA
(Jeremiah I. Johnson, 2012)

Above: Figure 8.
United States Map
(Google Maps, 2010)

Site



12 13

The site is just over an hours travel through 
pristine timberlands and gorgeous lake over-
looks. Highways 61 is a road less travelled 
and one to surely create delightful memories.

Many famous stopping points along the 
way allow for any guest to enjoy a bit of  
history and the romantic side of  nature.

Duluth

61

Two Harbors

Beaver Bay

Silver Bay

Site

Palisade
Head

35

61
Split Rock 

Light House

Gooseberry Falls

Lake 

Superio
r

Left: Figure 9. 
Upper Minnesota Macro Map 
(Google Maps, 2010)
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The large seven acre site is accom-
panied by grassland, a small forest, a 
spectacular lake and a rising mount. 
There is a small neighboring commu-
nity near by and a church for travelers.

Palisade Head sits looming over the 
site giving both protection and in-
terest to the Steam Baths. Nothing 
can dissuade the guest from enjoy-
ing the architecture when clasped with 
the surrounding landscape design.

Left: Figure 10. 
Micro Site Map
(Google Maps, 2010)



16 17

The Project Emphasis

Examining the principles of  ‘Intuitive Design’ for the praxis of  architecture 
will reduce the stress caused by ‘Counter-Intuitive Designs’ by focusing on 
three areas of  research:

1. The human senses provide people with a perceptive knowledge of  
space and the environment through instinct. Senses explain who, what, 
where and when in the design of  architecture.

2. The innate habits that we poses through connotations are uncon-
scious actions ingrained in our daily lives through rouitines. These habits 
show humans how the architecture works.

3. Common rituals are meaningful activities we partake in daily. These 
rituals explain why the architecture is meaningful in poetics, aesthetics and 
function.

Research Direction

The research of  intuitive design was conducted through a series of  empha-
sized topics providing a deeper understanding into ‘intuitive architecture’ 
to ultimately direct the decisions of  design. A research paper was written to 
finalize the principles. It was titled, The Need for a New Desire: architecture and 
the intuitive. Firstly, the human instinct, perceptions and senses of  the body 
were researched. This was covered through the study in phenomenology, 
psychology, sociology and physiological anthropomorphics of  the hu-
man body. Secondly, analyzing the bathhouse through history found richer 
wisdom in this design. It was done by historical case studies in cultures 
who traditionally partook in this ancient typology of  architecture. Thirdly, 
understanding the site put the architecture in context with history, culture 
and the human body. This was done through geography, geology and 
climate. It also take into account the local cultures. Finally, studying space 
design and its activities within the space ultimately crafted events in the 
Steam Baths architecture—again through historical case studies these ac-
tivities were found.

Left: Figure 11.
Little Water Wheel: Bayeux, FR
(Jeremiah I. Johnson, 2012)
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Design Methodology

Due to the complex multi-variable emphasis of  this design topic—a study 
of  ‘intuitive design’—researching through a simultaneous qualitative and 
qualitative data gathering strategy formed the best overall conclusions. By 
using a concurrent transformative mixed-method strategy this was done. 
The plan of  methodology became especially important when juggling the 
senses. 

Therefore, finding accounts on information from philosophical knowledge 
contrasted with visual graphics and interviews with primary experiences 
compounded the set whole. Studying Gaston Bachelard’s The Poetics of  Space 
while taking notes of  first hand account during Ronald Ramsay’s stay in 
Istanbul for example, evoked a cohesive research strategy. Above all, ana-
lyzing the data as it was processed ultimately conveyed greater meaning as 
well as became a cross-reference between qualitative and quantitative data. 
For example, a qualitative research topic like phenomenology was analyzed in 
a quantitative way--providing key figures to draw facts from. This strategy 
formed from the public realm impacted the research by making a public 
building; the public is a collective of  knowledge.

The method of  reshaping counter-intuitive design

1 Research perception and psychology.
2 List problems in our current designs associated with [1].
3 Analyze the problem in [2].
4 Redesign in models, illustrations and sculptures.

Documentation

Preservation and documentation of  a large project needed specifics. As I 
compiled the works, I used a journal-style book to hold information daily 
being designed and researched. Secondly, scanning drawings and paintings 
preserved the physical information for further use. Thirdly, presentaing 
the architecture was done in a manner understood through an intuitive in-
teraction with the project. Because the design involved a practical matter, 
the overall cohesiveness was accounted for in the say way. The process of  
documentation was done in photography, sketches, diagrams, text, materi-
als and music--ultimately covering a totality of  senses.

1 Journal
2 Blog
3 Text
4 Illustrations
5 Photography
6 Materials
7 Music
8 Sculpture
9 Computer Software
10 Physical Model
11 Presented Orally, on Internet, Model and Boards
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Jan 6Jan 13 Feb 3 Feb 10 Feb 17 Feb 24 Mar 3Jan 20 Jan 27

Context Analysis
Landscape Design

Walking Path Design
Design for the Senses

Foundation Design
Materials & Colours

Structural Design

Structural Model
Lighting Design

ESC Passive
Floorplan Design and Space Design

Section Design

Acoustic Design

ECS Active

Project Cohesiveness
Detail Design

Figure 12.
Schedule

Mar 10 Mar 17 Mar 24 Mar 31 Apr 7 Apr 14

Model

Midterm Review

Spring Break

Presentation Planning

Painting and Rendering
CD Due

Exhibit Due

Thesis Book Due

Apr 21

Final Model

Apr 28

The  design Schedule



Let us Start Designing Intuitively
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I

Today, we stand before a catastrophic threshold. A majority of  our built 
environment has thrown-out meaningful design and replaced the collection 
with efficiency. Our priorities care neither for the individual nor quality; 
rather we abide in amount, money and haste. We squeeze employees into 
small lifeless cubicles where job focus becomes null. Efficiency has been 
crowned King. The trademark of  our modern job atmosphere is a gloomy, 
isolated, dry-walled and uniformly lit space. As Juhani Pallasmaa, a critical 
architect of  the 20th century exposes, “An efficient method of  mental torture 
is the use of  a constantly high level of  illumination that leaves no space for mental 
withdrawal or privacy” (J. Pallasmaa, 2012, p.51). These cubes may save us 
a few dollars now, but will eventually wound our spirit and weaken our 
fortitude. Architecture today is the craft of  costly warehouses and we are its 
storage. Therefore, we must acknowledge the emergency and take action.

What then is this emergency? The problem is two-fold: we believe tech-
nology will procure a perfect resolution to our current issues and we have 
separated ourselves through rationalization from experience. By doing so, 
architecture is meaningless and our corporeal senses become a hindrance to 
our lives. Our culture today accepts technology as the solution to all mod-
ern issues—sustainability, aesthetics, entertainment, writing or health—
rather than a change in behavior. While technology itself  is neither wicked 
nor useless, it has gradually spawned philosophies of  science that now 
shape our everyday living. So, let us then get a better sense of  technology. 
The word comes from Greek technikon. The root techne here simply means 
knowledge of  skill. As Sophists suggests, episteme is the second word used 
to describe technikon, meaning a body of  knowledge. Martin Heidegger, a 
significant phenomenological philosopher translates in his writing, The 
Question Concerning Technology, “Both words are names for knowing in the 
widest sense. They mean to be entirely at home in something, to understand and be an 
expert in it. Such knowing provides an opening up” (M. Heidegger, 1993, p.13).  
Technology is then very simple; it is a tool to elucidate. Thus, we should not 
deny technology; that would be retroactive. Technology is not bad. Rather, 
we must use it respectively, for technology is found in everything. Tech-

a need 
for a new desire: 

a research document

Left: Figure 13.
Catastrophe: Marseille, FR
(Jeremiah I. Johnson, 2012)
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nology then, should not be the sole focus or obsession in architecture, 
but rather a means to bring forth meaning through blending. For instance: 
would the Pantheon evoke the same experience if  the oculus was closed? 
The oculus breathes cool air into the space, shines time upon the walls and 
bathes the guests in soft light; ultimately it looks into the heavens. Pallas-
maa writes, “Architecture cannot, however, become an instrument of  mere functional-
ity, bodily comfort and sensory pleasure without losing its existentially mediating task. 
A distinct sense of  distance, resistance and tension has to be maintained in relation to 
programme, function and comfort. A piece of  architecture should not become transpar-
ent in its utilitarian and rational motives; it has to maintain its impenetrable secret and 
mystery in order to ignite our imagination and emotions” (J. Pallasmaa, 2012, p.65). 
Hence, it is critical for technology to blend with meaning in our modern built 
environment or we face loosing touch with architecture of  significance.

Furthermore, Heidegger explains that our obsession with technology 
is slowly detaching art, meaning and experience from our lives (M. Hei-
degger, 1993, p.35). Ashley Montagu, an anthropologist and humanist, also 
states “We in the western world are beginning to discover our neglected senses. This 
growing awareness represents something of  an overdue insurgency against the painful 
deprivation of  sensory experience we have suffered in our technologised world” (J. Pal-
lasmaa, 2012, p.41). Pallasmaa then continues, “This new awareness is force-
fully projected by numerous architects around the world today who are attempting to 
re-sensualise architecture through a strengthened sense of  materiality and hapticity, 
texture and weight, density of  space and materialized light.” This faith in technol-
ogy has caused a reliance on objects rather than a reliance on ourselves. 
When something goes wrong with our technology, we become stressed. 
Unfortunately, technology in many cases is causing laziness and health is-
sues. For instance: Author Edward L. Swing stated in the medical journal 
Pediatrics that the growing rate of  child ADHD has been linked with the 
over-use of  the computer, video games and television (E. Swing, D. Gen-
tile, C. Anderson, & D. Walsh, 2010, p.214-221). If  a child is bothering 
his mother, she will start the television and then continue ‘texting’ on her 
cellular phone rather than watch the child. Furthermore, these unfortunate 
children are now unable to even read a hand-clock, write their name in 
cursive or simply know the months of  the year. While we can try to argue 
that this knowledge is not important in modern life—for our technology 
can retain it for us—we then have suddenly proven that there is a faith 
in technology. For example: when the electrical line suffers even a minor 
fault, instead of  lighting a candle, we become anxious, stressed and even 

frightened. We wait till we find light once more to turn-on the news to 
see what has happened. We are unable to survive without technology. We 
have lost our precious knowledge once held by our ancestors. Our global 
problems however, oddly enough, seem never to dissipate but rather grow 
as we find new technologies to solve our current problems. It seems, the 
more we have, the greater the loss. The true issue nevertheless, is that this 
faith is causing major health issues both mentally and physically—we are 
becoming greatly stressed in our daily routines. This is our first emergency.

Left: Figure 14.
Oculus: Rome, IT
(Jeremiah I. Johnson, 2012)

Below: Figure 15.
Pantheon Section
(B. Fletcher, 1938, p.161)
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Secondly, there is a current belief  that reality is perceived through physics 
rather than the senses. But, the senses touch us as knowledge never could—
we may know that gravity is a system of  the universe but we sense it as an 
invisible force pushing us towards the Earth. As the phenomenologist, Mau-
rice Merleau-Ponty stated, our critical world view has unexpectedly changed 
with the dawn of  the Enlightenment period. Rene Descartes’ philosophies 
have rationalized perception to mere geometrics and furthered the claim 
that our senses deceive (M. Merleau-Ponty, 2004, p.41). While Rene’s theory 
of  geometrics may be true, there is a disconnect between our body and our 
mind. For example: ‘light’ is waves and particles of  energy that reflect on 
materials. This is truth in science but not in reality—we can not see these 
microspores of  light. In actuality, we see the sun rise above the horizon, the 
luminosity warming our skin, the flowers budding and colours heightening 
their vibrancies. Primordially, what we find through folklore however is 
that which science proves differently, for today we focus only on science; 
science now is in opposition to reality. Reality is what is perceived though, 
for reality may not be truth but it finds roots in everything we do and think. 
Merleau-Ponty later explains, “We have discovered that it is impossible, in this 
world, to separate things from their way of  appearing” (M. Merleau-Ponty, 2004, 
p.94). Thus, while having an understanding of  science is of  course neither 
awful nor wrong, it has the potential to lead architectural meaning astray be-
cause we are unable to observe completely the experience we can not test.

Hence, today we are separating science from our reality. We choose to for-
get our senses to find truth exclusively in science. Suddenly, this counter-
intuitive approach has chiseled a fracture in ideology voiding reality; for 
we now search solely for the simplest formula of  life through science (M. 
Merleau-Ponty, 2004). But life is too complex. For illustration: flipping a 
light switch causes a light bulb to emit light. We understand that the switch 
itself  does not produce that effect, but we perceive it as thus. When we 
see a light-switch we know that it is connected to a light bulb. We have not 
separated science and reality in this example. But let us pose then that the 
switch is not connected to the light bulb. When we activate the switch it 
renders no light. In reality we perceive darkness, anger and anxiety but in 
truth we assume that the wires must not be connected. While reality tends 
to trump truth because of  emotion we are still certainly unable to separate 
the two values. They coincide. There is something much more complex 
going on behind the electricity. The theoretical architect Alberto Perez-
Gomez states that modern science poses just that though; science now 

trumps perception (A. Pérez-Gómez, 1983). By separating the two we at-
tempt to sound objective but rather we loose touch with reality; sometimes 
obscuring the truth. Consequently, architecture can be that bridge between 
science and perception. As Vitruvius, the great historical Roman architect 
wrote, “In all matters, but particularly in architecture, there are these two points:—the 
thing signified, and that which gives it its significance. That which is signified is the 
subject of  which we may be speaking; and that which gives significance is a demonstra-
tion on scientific principles” (Vitruvius, 1914, p.5). Vitruvius is expressing that 
architecture is both meaningful and scientific. They complete each other. 
This fracture though, is the second emergency which is causing stress today.

Ultimately, these issues revolve around a core principle of  the modern initia-
tive: efficiency. Efficiency is productivity with little waist—especially space. 
In the film Manufactured Landscapes, Photographer Edward Burtynsky 
and Director Jennifer Baichwal depict the most efficient of  machines and 
architecture through Chinese life. The entrance scene wheels us through 
eight minutes of  one factory. The camera crew never reaches the end for 
it is vastly elongated. The space in its efficiency has crammed almost life-
less people into an ordered array of  seats. The workers neither speak nor 
break; they simply labor. The space allows for no rest, relaxation, quiet-
ness or pleasure for it is the most efficient of  spaces (J. Baichwal, 2006). 

Figure 16.
The Work Space of  Chinese Employees 
by Edward Burtynsky
(http://www.carlymichael.com, 2006)
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While we do not worry in America about this experience, we have drift-
ed in this direction. Is this really architecture? Can not a structural engi-
neer manufacture this warehouse? Architecture has abruptly grasped this 
concept for it seems logical and sustainable. In reality though, it is utterly 
counter-intuitive and effectively destroying our livability; for efficiency is not 
equivalent to practicality. While these concepts seem identical they address 
two separate languages. Efficiency speaks of  production but practicality 
speaks of  purpose; for not all things produced are useful nor purpose-
ful. For illustration: let us recall our last trip to Wal-Mart. Wheeling our 
squeaky cart through efficient aisles slightly larger than a breadbox, we of-
ten come across broken objects, dirty diapers and poorly maintained floors. 
We try to maneuver about people but collide regardless of  our skill. The 
tall shelves allow little framing for site causing anxiety with the invariabil-
ity in materials. The evenly lit singular space leaves little room for sever-
ance from the constant onlooker. The acoustics inflict ear throbbing white 
noise. Suddenly, the loudspeaker erupts with an intangible dialect. Leav-
ing, we are bombarded by ‘efficient aisles’ that counter-instinctually wind 
us back to the center of  the store. We depart tired, dirty and sore. So, 
would you live in this illustration? Can we not see illness rise from such 
a place? There is nothing genuine here, for efficiency is a philosophy of  
machinery; it is a mentality of  compactness. It has spawned lifeless boxes 
for the sake of  money rather than the individual. It creates warehouses that 
squeeze people together to save room. Perez-Gomez states, “This function-
alization of  architectural theory implies its transformation into a set of  operational 
rules, into a tool of  an exclusively technological character. Its main concern becomes 
how to build in an efficient and economical manner, while avoiding questions relating 
to why one builds and whether such activity is justified in the existential context” (A. 
Pérez-Gómez, 1983, p.4). In contrast, the sensual store Meinl am Graben 
in Vienna is quite the opposite. Elegant, dim lighting, intuitive shelving 
placement, strong sense of  senses and intimate spaces leave the shopper 
in exuberant glee. The store design as well would not break the bank of  
any big-box brand, nor that of  even a boutique. Unfortunately, these ef-
ficient monsters have now transcended Wal-Mart; they currently inhabit apart-
ment buildings, eateries, libraries, schools, skyscrapers and even hospitals.

So, let us once more descend upon efficiency to entirely appreciate its 
true nature. Pretend we are to get married in a month or two. We are in-
deed excited and happy for the big event. This is a life changing event. 
We eagerly start to plan our wedding and go with an efficient model. In-

stead of  holding the marriage in a church building or in a beautiful park, 
we decide rather hold it at McDonalds. It will be cheap, fast and we will 
have ample space for processions. We also choose not to purchase a wed-
ding dress for it will soil easily and be used only once. The marriage is 
held for five minutes—about the time of  a hamburger—and then our 
guests depart confused and annoyed. Is this the type of  wedding we re-
ally want? Was it a poetic experience? Did it have a greater ceremonial 
meaning? It was cheap, fast and convenient—the model for efficiency?

Carrying on, we are now flying on a 747 aircraft to our lovely honey-
moon. We plan to see Paris and its entire glorious splendor. Instead of  
landing though, we choose to sit on the airplane and see Paris from the 
small window. It is cheaper and certainly faster. There was also little in-
convenience that Paris would have given us on the streets. We have now 
seen and experienced Paris first hand, right? Further, rather now we de-
cide to rent a movie of  Paris instead and watch it on our large screen TV. 
We did not even need to rise from our seat. This is absolutely absurd! 
Where is the meaning behind the honeymoon? Where is the beautiful 
poetic nature of  the event? Where is the happiness from the experience?

Continuing along the life of  efficiency, we are to have our first child. We 
opt to give it away though for children are not efficient. They cost too much and 
are too much work. Again this is abominable! We now decide to buy our 
first house. We only need a bed, refrigerator and a closet right? So we purchase 
a shed and put in back of  our parent’s home. It is affordable and holds 
plenty of  space to live. We are certainly doing well on our road to effi-
ciency. Now years have passed and we have aged considerably. Our spouse 
has just past and funeral arrangements must be made. Instead of  a funeral 
though, we dig a hole in the backyard. It is much cheaper and uses less 
space. It is efficient. How inconceivable and horrifically revolting this is!

Thus, efficiency cares neither for the individual nor experience; look at the 
Chinese factory. It speaks little of  purpose, poetics, practicality, intuitive-
ness and meaning. It utterly destroys our livability. To efficiently climb a 
mountain for instance, would be to trek strait up the side no matter the 
danger nor impracticality rather than to climb intuitively. We have seen 
many mountain climbers die because of  this error in thought. Efficien-
cy is the act of  producing without waist. Let us look deeper into these 
examples. Is it wasteful to use a wedding dress once? Is it wasteful for 
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us to take a trip through the lovely city of  Paris? Is it wasteful for us to 
enjoy a ceremony? Is it wasteful for us to lie to rest a loved one? We all 
know the answer. These events may not be efficient but they are so dear-
ly important to humanity that they serve a much greater purpose. These 
events take place because they make life meaningful. If  we continue to 
build architecture in this efficient way, these ridiculous stories will come 
true; simple fact. Architecture must have a greater purpose than to save 
money. Architecture must have greater meaning. Architecture must be poetic!

Now let us discuss poetics. The word poetic signifies sensitivity to an ex-
perience of  meaning. It of  course, does not create architecture. It also 
does not create an experience; for it is not the God of  craft. Instead it 
explains and recognizes the architecture and the experience. If  an event was 
poetic, then it moved a person emotionally. How poetic is a wedding? The 
bride, like a white swan floats down the Aisle bathing the guests in a lake of  her 
tears. She embodies emotion. Architecture can embody this poetic event 
as well. We have all been in a great building and felt a tightening of  the 
throat or have seen an awe-inspiring view. Architecture can even go fur-
ther than that. Architecture can make humankind happy. So then, where 
is the happiness in efficiency? Architecture has become so lost in our role 
of  efficiency that our spaces neither move us nor make us happy. Alain 
de Botton, an author through psychology and architecture, wrote in his 
book, The Architecture of  Happiness, “But sensitivity to architecture also has 
its more problematic aspects. If  one room can alter how we feel, if  our happiness can 
hang on the colour of  the wall or the shape of  a door, what will happen to us in most 
of  the places we are forced to look at and inhabit? What will we experience in a 
house with prison-like windows, stained carpet tiles and plastic curtains” (A. de Bot-
ton, 2006, p.13)? Can we not see this taking place before our eyes? Can 
architecture not serve the same sensually meaningful purpose as a wed-
ding does? So, what does counter-intuitive and efficient design look like?

Counter-intuitive design is shaped by a breaking of  intuition. All hu-
mans have certain traits and universal actions built upon habits but 
when these are voided we become stressed. The stress comes from a 
confrontation between embarrassment, pain, frustration and anxiety. 
Stress can actually change the chemicals in the mind altering our person-
alities and emotions. Physiology authors Dennis Coon and John O. Mit-
terer, writers of  Psychology: A Journey explain, “Dopamine is not the only 
brain chemical that has caught scientists’ attention. The neurotransmitter glutamate 

Figure 17.
Sensitivity To Experience: Caen, FR
(Jeremiah I. Johnson, 2012)
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also appears to be related to schizophrenia (van Elst et al., 2005). People who take 
the hallucinogenic drug PCP, which affect glutamate, have symptoms that closely mimic 
schizophrenia (Murray, 2002). This occurs because glutamate influences brain activity 
in areas that control emotions and sensory information (Tsai & Coyle, 2002). Another 
tantalizing connection is the fact that stress alters glutamate levels, which in turn alter 
dopamine systems (Moghaddam, 2002)” (D. Coon & J. Mitterer, 2009, p.486). 
Modern architecture has the tendency to cause stress. For illustration let us 
look at a few specific examples. Most office spaces today use cubicals to re-
inforce work focus. Sadly, humans can only focus for a short period of  time, 
we need time to recuperate. Therefore, these cubicle partitions become a 
prison that separates and frustrates the gloomy employees. Nature tends to 
be a natural remedy for stress, but in cubicles nature is never seen. Secondly, 
cheap cabinet handles found in many apartment complexes have caused 
stress and pain. This counter-intuitive and efficient model hurts the user 
as they open the door. By placing your fingers too far behind the handle it 
traps the finger, potentially causing a gash. Designed for its cheap parts, this 
painful and frustrating event has caused much stress in my life. Next, door 
entrances have always been governed by our mode of  movement: right and 
left. The standard entrance will be on the right side and the exit on the left. 
But the Target corporation has recently broken this rule. In response many 
people have become frustrated and embarrassed when walking into the 
store door. Continuing, we see this in the college library at North Dakota 
State University. The door-swing when exiting opens to the right side. Re-
grettably, every student expects the door to swing to the left because the ad-
jacent doors do so. This has caused much stress as well in college student’s 
stressful lives. While an easy solution to the problem would be to change the 
door handle placement, the door was built with a push-bar handle instead. 
This simple oversight has caused stress in the major population of  the cam-
pus. Lastly, the ultimate in counter-intuitive design is found in Las Vegas, 
Nevada. The Vdara hotel placed a purposeless, curved-glass window above 
the swimming pool. As the sun passed overhead, people started to actually 
burn by the window’s parabolic curvature. It caused 3rd degree burns by 
a mere over-sight. So, countless stories of  efficiency or counter-intuitive, 
meaningless design have lost sight of  purpose and caused stress through 
our architecture today. Wal-mart, the earlier example, causes frustration 
with windowless shopping, tight aisles, loud acoustics, tarnished metal 
shelves, restricting circulation and stale air ventilation for the mere sake of  
saving money. While money is certainly an issue, there are many ways to 
prevent counter-intuitive and efficient design. The industrial German film 

Metropolis, by Fritz Lang, depicts the earliest philosophical understanding 
of  machines controlling our lives and our human condition through effi-
ciency. While workers fight desperately to stop a lever from reaching danger, 
little hope is found (F. Lang, 1927). There is neither meaning nor purpose 
to the machining activity. The workers simply must do it. Efficiency is caus-
ing this bane on the human experience. It is hurting our moral and health.

Furthering, Modernity in its efficiency has acquired a new weapon: control. 
As Charles Duhigg, winner of  the National Academics of  Science Award 
explains, McDonalds for instance proves that through our habits we can 
draw people, trigger hunger and efficiently spit them out once finished. 
“Every McDonald’s, for instance, looks the same—the company deliberately tries to 
standardize stores’ architecture and what employees say to customers, so everything is 
a consistent cue to trigger eating routines” (C. Duhigg, 2012, p.50-51) This has 
surely caused health issues both with obesity and our need for hastiness. 
Additionally, there is growing concern that our over-stimulated visual brain, 
through marketing, has caused major distress in the future of  our young 
children. This is of  the utmost importance. Has our Architecture then 
caused health issues to our children and to us? Sadly it has. Pallasmaa ex-
presses the current trend in visually stimulated exteriors and interiors of  the 
home, now trumps the wellbeing of  the user.  (J. Pallasmaa, 2012). We also 
see this in the McDonalds example, in our isolated office spaces, in our dark 
apartments and even during an electrical outage. Our built environment is 
causing undue stress to humanity because our designs are counter-intuitive, 
efficient and unimaginative. Therefore, we must challenge the emergency.

Figure 18.
‘Bear Trap’ Cabinet Handles: North Dakota, USA
(Jeremiah I. Johnson, 2012)
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II

The genesis of  intuitive architecture is purpose. The word intuitive refers 
to the perception of  truth. That which is felt to be true without reason-
ing or logic is intuition. Purpose then, refers to a meaningful form or 
design—something that is practical and particular. We understand in-
tuitive design through our senses. These built-in traits which all human-
ity possesses construct a repertoire of  instinctual actions. When we were 
young, we never sensed high temperatures and in consequence we burnt 
ourselves. Suddenly, we intuitively know when something nearby is hot 
through our senses. Intuition allows habits to form which ultimately ease 
our over-stimulated mentality. Thus through the senses, innate habits al-
low for intuitiveness to blossom. Regrettably, our architecture today causes 
bad habits to form. Furthermore, intuition perhaps refers to the ease of  
some activity. While this certainly seems true, it is somewhat skewed. Be-
cause intuition is the perception of  reality rather than a logical understand-
ing, we find that ease or hardness is only a matter of  the latter. On the 
other hand something that is intuitively understood suddenly becomes 
easy because little conscious thought is needed to understand the idea: 
it is instinctual. So like the old adage, a square is a rectangle but a rectangle 
is not a square, the same holds true here. Intuitive architecture is easy for 
the guest but ease is not intuitive for it is not instinctual but rather logical.

Furthermore, intuitiveness is then the response to our senses. Our sens-
es are our point of  reference. While Rene Descartes believes the sens-
es are self  deceiving, he does not deny their importance (R. Descartes, 
1996, p.25). They guide our lives like a leash or carrot on a stick. Even 
our dreams are not without corporal senses. These feelings draw our at-
tention from mere thoughts towards something more primordial: the 
body. It grounds our actions and emotions in everyday life. Our ac-
tions become second-nature: habit. So, what is this innate habit then?

Innate refers to the primordial psyche—an intuitive no-
tion initially from the body. So an innate habit then, is an in-
born practice that we recurrently partake in. Pallasmaa relates,

“The body knows and remembers. Architectural meaning derives from ar-
chaic responses and reactions remembered by the body and the senses. Architec-
ture has to respond to traits of  primordial behavior preserved and passed down by 
the genes. Architecture does not only respond to the functional and conscious intel-
lectual and social needs of  today’s city dweller; it must also remember the primor-
dial hunter and farmer concealed in the body. Our sensations of  comfort, protec-
tion and home are rooted in the primordial experiences of  countless generations” 
(J. Pallasmaa, 2012, p.65). 

These can be fostered and formed through control or invitation. As ex-
pressed earlier, our stress originates from control. Again Pérez Go-
mez advises that ethically, we should invite the participant rather 
than control their lives (A. Pérez-Gómez, 1983). By producing archi-
tecture that invites the user to partake in their senses, we have thus al-
lowed good innate habits to form. Production nonetheless seems syn-
onymous with automatic technology, so does it bear a connection?

Intuitive architecture has little to do with automatic technology for these 
machines cause us to second guess our actions. For instance: we have all 
collided into a commercial sliding door as it slowly opened. Intuitiveness 
comes from the idea of  practicality, common sense and purpose. There 
is a certain instant quality about it. Technology does not intuitively allow 
our senses to adjust—we must continually learn. Our habits formed from 
our senses, have spoke to the idea of  intuition. For example: have you 
searched for a light switch in the dark or come inside to eat because of  
the smell of  food? These senses of  orientation or hunger can become so 
ingrained that you turn the light switch off  when leaving a room full of  
people or come inside to eat because you smelled your neighbor’s food. 
These innate habits built upon the senses have powerful protocols that 
can be fostered to benefit mankind. Historically, the best architecture was 
produced based on particularity and practicality. The architecture itself  
was built for a meaningful purpose. Look at the bathhouses of  old. While 
serving a specific function—that is cleanliness—it allowed the architect 
to examine a deeper meaning. The bathhouse is understood to be a space  
for the public to choreograph social interaction and purification. As Nova 
claimed, “To be a Roman was to use a bath” (L. Agguire, 2000). Ultimately, it 
was a space for delight and restfulness. Modernly, we call this getting away.
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Architecture has the power to hurt or delight the body and mind. We 
trust it, define it, and participate in it. Architecture must be designed with 
greater meaning; for if  we do not, we have built a warehouse for human-
ity. Even utilitarian architecture of  the past was meaningful. It charmed 
the senses. So what then is meaning? We can only understand meaning 
through inversion: let us look past the utility and past reduction of  func-
tion. Meaning proposes purpose much greater than function itself. It in-
vites or controls our social, political and cultural instincts. While designing 
a warehouse is not wrong, for it is not a moral issue; architecture should 
then invoke something greater than the storing of  objects. Even a colum-
barium—storage of  the dead—had greater meaning that invoked an emo-
tional catharsis. So, our aim as architects is much greater than making a 
building pretty or efficient. We must try to disclose to the audience, as a 
theatrical play would, the cultural cues we have learned in our innate hab-
its. We all possess them, so let us share the experience in a public space.

In history, architecture was designed for God or the cosmology as phi-
losopher and theologian Giambattista Vico stated; we look towards God, 
then to the Hero, then to man (G. Vico, 1984). Today we do not live in 
the cosmological epoch as Nietzsche—in his work the Gay Science—also 
proposed but instead we can look to human history for answers (F. Ni-
etzsche, 1974). We still have nature as the sign of  perfection and humanity 
as a guide. Architecture has undergone stages throughout history as we 
quite obviously have seen. While great Cathedrals or Greek theatres were 
built to enchant God, we now have the opportunity to design to enchant 
us. This is the greater meaning. Architecture can provide for us—because 
we are constantly surrounded by it—a mental and physiological break to 
the strain of  our current culture. We have all experienced the busy work-
room and desired to isolate ourselves to a more serene space: be it the 
home or the park. There is intrinsically a much deeper, sensually pleasing 
quality to that space, is there not? A space to focus is fundamentally impor-
tant to our lives. Quality of  space serves to make the experience whole, 
which in turn allows better mentality needed to work. We desire to write, 
sleep and love at home in a solemn, quiet and sunlit space. This separa-
tion from noise and clutter allows us to un-stress. Wholeness is the key.

Therefore, to solve the Architectural emergency, we must design in a mean-
ingful way. Meaning is derived from purpose through our whole senses. As 
Vico proposed, we understand objects through their relationship to our 

Left: Figure 19.
A Space to Delight God: Barcelona, ES
(Jeremiah I. Johnson , 2012)



40 41

body and we describe them through metaphor (G. Vico, 1974). This rela-
tionship can be seen through our senses. Once the senses digest meaning, 
they become habit. Innate habits formed from good architectural expe-
rience foster a healthy way of  life which in turn invites the user to re-
lax. Intuitive Design does not propose that a Global utopia will or would 
result from a change in architectural design, but that our humanity can 
become happier and more meaningful. Our loss of  poetics, art and mu-
sic from a preoccupation with technology as Heidegger explained, may be 
morphed with new architectural design (M. Heidegger, 1993). Architec-
ture can prove to make humanity happier. Intuitive Architecture will re-
duce stress so prevalent in our culture today. It is for the greater good.
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III

Examining the principles of  Intuitive Design for the praxis of  architecture 
will compose Architecture as practical, poetic and purposeful. These prin-
ciples will hopefully generate axioms that can be universally understood. 
So, where then is this invitation that architecture once held important? By 
inviting the human user to engage architecture with their senses, like a the-
atre, will form good innate habits. These good habits will in turn excite the 
participant. The greater question is then, what constructs Intuitive Design? 

When designing sensually intuitive architecture, let us consider it as a deli-
cious sandwich: we must make every bite count. Let all the senses breath 
throughout the design. As stated earlier, wholeness is the key. For instance: 
by choosing to design only for the eyes, as we often do, architecture becomes 
dull and less meaningful. Let us then engage the user through all our senses!

So, can a design be understood without being explained? This must be true 
to propose intuitive design. For illustration: we have all viewed art before 
and remembered the warm wind of  summer and the sounds of  freedom. 
We also have listened to music which evoked a loss of  a loved one. Our 
senses attribute meaning to emotion. Thus, of  course we can understand de-
sign without an oral explanation. As Pérez-Gómez eloquently recognized, 
“Architecture is not an experience that words translate later” (S. Hall, J. Pallasmaa, 
A. Pérez-Gómez, 1994, p.8). So then, can it be understood without visual 
stimuli? Here once more is the power of  our corporal senses. Our visually 
stimulated society is untrained in the other senses. But we certainly use 
them to find understanding in life. What is food without the smell? What 
is swimming without the feel of  the water? What is the violin without the 
wine of  the strings? We are too preoccupied by visual icons that we forget 
the beauty of  our other senses. Coon and Mitterer clarifies, “Unless you are 
a wine taster, a perfume blender, a chef, or a gourmet, you may think of  olfaction 
(smell) and gestation (taste) as minor senses. Certainly you could survive without 
these chemical senses (receptors that respond to chemical molecules). But don’t be deceived, 
life without these senses can be difficult (Drummond, Douglas, & Olver, 2007). One 
person, for instance, almost died because he couldn’t smell the smoke when his apart-

ment building caught fire. Besides, olfaction and gestation add pleasure to our lives” 
(D. Coon & J. Mitterer, 2009, p.145). So let us agree that the senses are 
indeed important to our lives; and they can communicate meaning without 
visual symbolism. For a simple example: explained by an architectural pro-
fessor and historian, Ronald Ramsay: an architect by the name of  Doshi 
designed a school for blind girls. Through the use of  tile-work the bare-
foot girls were able to orient themselves throughout the entirety of  the 
building. This is a beautiful use of  the sense of  touch (R. Ramsay, 2012).

Subsequently, we have knowledge of  our five senses and usually in this 
order: Sight, Touch, Smell, Taste and then Sound. While these certainly 
make up our generalized list, this is only the beginning. The sense of  grav-
ity for instance, controls the way we perceive up. The sense of  balance 
provides us with rotational orientation. The sense of  body language af-
fects our understanding of  place which can even be studied through dogs. 
We have many senses that invite participation and produce an emotional 
familiarity. We must start considering all senses as we design intuitively.

Consequently, Intuitive Design can be broken down into seven principles; 
not exclusively determinate. These principles are events in architecture that 
invite the guest to sensually participate. Before we dissect the body how-
ever, we must first adhere to a warning. These principles are insight into the 
purpose and poetics of  design of  space. They are instinctually connected. 
Thus, we must never assume that by deconstructing these characteristics 
each would hold by themselves their own weight. As expressed, wholeness 
is the key. When we eat food for example, most of  the taste comes from 
smell. As Coon and Mitterer state, “The Nose Knows When the Tongue 
Cant Tell” (D. Coon & J. Mitterer, 2009, p.145) But without the texture 
of  the food we could not connect with the food in the same manner. Our 
senses work together not separately. So the warning then is to never de-
sign through deconstruction—it is a tool rather, for greater understanding. 

 



44 45

IV

Principle One:
the theatrical stage

Imagine standing in an embellished, scarlet hall full of  refined, han-
som people. The lights are dim causing the sparkle of  sharp jewelry 
and smooth wine glasses to become stars in the night’s sky. Movements 
are blurred by the black coats and white dresses of  our fellow guests as 
they dance about. We notice to the left, a window framing the seashore 
crashing waves upon jagged rocks. The golden, pink, setting sun fades 
off  into a vast eternity—into the horizon of  the sea. The guests con-
tinue to chatter amongst one another enjoying the stories of  old act-
ing their part. They feel relaxed in their setting. They are at home.

Are we able to evoke a sense of  this place? Can we understand it through 
our past? Have we ever been in a space similar to this? Architecture seems 
to have a strange ability to foster emotion by imagination. It evokes sen-
sation through our senses. Gaston Bachelard, a leading phenomenologist, 
in one line states our experience in architecture, “[I]magination augments the 
values of  reality” (G. Bachelard, 1964, p.3). The colourful room, the chat-
tering of  voices, the smooth glass, the grape wine and the perfume of  
women elegantly invites our imagination. Architecture sets a stage for 
a performance of  life, suggesting relaxation or happiness, energy or se-
renity. It is a causeway for experience. Little good experience though, ever 
came from a bad design: dirty hospitals, Wal-Mart, cubical office spaces 
or a tarnished wallpapered, apartment complex—but when a lovely space 
creates a narrative in your mind, you become alive. Bachelard continues, 

“[W]e shall see the imagination build “walls” of  impalpable shadows, comfort itself  
with the illusion of  protection—or, just the contrary, tremble behind thick walls, mis-
trust the staunchest ramparts. In short, in the most interminable of  dialects, the shel-
tered being gives perceptible limits to his shelter. He experiences the house in its reality 
and in its virtuality, by means of  thought and dreams” (G. Bachelard, 1964, p.5). 

Architecture as a stage allows a narrative to be born and fostered; to build 
an experience of  delight.

Historically, the staple to any great civilization was the theatre. The Jap-
anese Noh, the Greek Tragedy, the Indian Yakshagana or the Russian 
Ballet have all touched us deeply. We as humans certainly have an enor-
mous yearning to evoke sentiment through narrative, for we find drama 
universal. Modernly, in every American abode we uncover the contempo-
rary theatre: the television. Critically, the sole basis to this phenomenon 
is catharsis. The theater effects our attitude since drama is a wonderful 
form of  emotional release. After long hours at the office, poignant dra-
ma allows our tired, weary, bored or even frightened body to un-stress.

Formerly, this imaginative event is derived from our bond to the setting, 
time period and characters in a play: the mise-en-scene. We seem to al-
low ourselves to liberate our ‘societal face’ and believe the act as reality. 
Each attribute the plot embraces however, contains connotations that we 
sensitively connect with. Be it our first kiss at a park, a boring game of  
chess at your grandparent’s home or lying to rest a loved one at the cem-
etery. The stage binds our emotions since the associations are so deeply 
related; they are habitual. This is due to architecture being site-specific.

Intuitive design can evoke this event by means of  making the architecture 
a stage for the guests to imagine through their senses. For instance: low-
ering the lights evokes calmness and intimacy. The smell of  fresh baked 
cookies brings our memory to our grandparent’s home. The touch of  a 
wet ceramic tub reminds us of  shells at the sea shore. By designing the 
space to have a unique setting and time period, the guest can connect 
with the architecture as if  they were performing in a play. While we can 
never force a person to act, architecture instead invites the guest to par-
ticipate; giving them a framework in place of  a script. Inviting is a passive 
action meaning to open opportunities for the audience to digest. This 
is done by means of  their past memories. Allen de Botton writes, “Ar-
chitecture may well posses moral messages; it simply has no power to enforce them. It 
offers suggestions instead of  making laws. It invites, rather than orders, us to emu-
late its spirit and cannot prevent its own abuse” (A. de Botton, 2006, p.20).
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Consequently, by tailoring architecture to a patron, their emotional con-
nection with the building blooms. It is automatic. Have you ever felt sad 
when your car died? Does your home have a personality? Do you feel 
happy when you see a familiar front door? Designing for the user is to 
identify the values of  the user. For example: What senses do we associate 
with happiness? Is it the dusty smell of  our old cupboard or the white 
picket fence at our grandparent’s house? Thus, our senses retain mean-
ing through our innate habits. We find that something enjoyable or special 
creates sensation. When we are given a cue to the reward, we suddenly 
have the sensation once more. As Duhigg explains, “This process within our 
brains is a three-step loop. First, there is a cue, a trigger that tells your brain to go 
into automatic mode and which habit to use. Then there is the routine, which can be 
physical or mental or emotional. Finally, there is a reward, which helps your brain 
figure out if  this particular loop is worth remembering for the future:” (C. Duhigg, 
2012, p.50-51). We seem to find great solace in something familiar and 
uniquely ours; this is what habit does. Architecture from our memories 
provides a reward to the habit routine. While this can be for good or bad, 
focusing on the positive may certainly help people become healthful.

Moreover, our ontology is based on our surroundings: location and setting. 
Architecture specific to the surrounding certainly affects our emotional re-
lationship. The world does not change, rather we do. As Bachelard relates,

“[B]y changing space, by leaving the space of  one’s usual sensibilities, one enters into 
communication with a space that is psychically innovating. ““Neither in the desert nor on 
the bottom of  the sea does one’s spirit remain sealed and indivisible.”” This change of  
concrete space can no longer be a mere mental operation that could be compared with 
consciousness of  geometrical reality. For we do not change place, we change our nature” 
(G. Bachelard, 1964, p.206). 

If  the Statue of  Liberty was located in Florida, would we have the same 
sensitive reaction to it? If  the Eiffel Tower was in Japan, would we ex-
perience the same event? Thus setting an architectural stage—be it 
by location, scenery, materiality or decoration—to evoke imagination 
through the senses ultimately changes our “nature.” It suddenly presents 
us with the greatest of  cathartic properties; it proves to make us happy.

Furthermore, when designing for a public space, the users become more 
universal. But as Carl Jung, renowned psychologist and author explains, 

Figure 20.
Architecture or a Stage?: Rome, IT
(Jeremiah I. Johnson , 2012)
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archetypes can serve to provide a link to all human senses and habits (C. 
Jung, 1968). For instance, the slapping and cold, bluish, wet sound of  a 
cavern brings up a solemn and empty experience. On the other hand, a 
rich, yellow skylight piercing a room full of  flowers gives rise to a field in 
spring. The architecture is a stage for the audience to experience something 
new, old or ideal. De Botton speaks of  the stage of  the modern movement, 

“Despite their claims to a purely scientific and reasoned approach, the relationship of  
the Modernist architects to their work remained at base a romantic one: they looked to 
architecture to support a way of  life that appealed to them. Their domestic buildings were 
conceived as stage sets for actors in an idealized drama about contemporary existence” 
(A. de Botton, 2006, p.63). 

This experience of  the stage in turn provides a cathartic break from the 
stresses of  life; this is the reward to the habit. The innate habit then is 
through the senses and emotions. 

In a recent study, hospital architecture is promoting faster healing 
through better design. Esther M. Sternberg, an Author and Physician 
wrote in her book, Healing Spaces: The Science of  Place and Well-Being, 

“Out of  [research in architecture] grew a field called evidence-based design. It uses physi-
ological and health-outcome measures—length of  stay, amount of  pain medication, com-
plication rates, and patient stress, mood, and satisfaction indices—to evaluate the health 
benefits of  architectural features in hospitals.” The research study shows that location, 
atmosphere and quietness effectively helps patients heal excessively faster. She continues 
stating, “The results of  the survey were so impressive that AHRQ used it as the center-
piece for a 2005 white paper assessing the status of  the field and setting future funding 
priorities” (E. Sternberg, 2010, p.217-218). 

So, architecture has an interesting strength in that it certainly can affect the 
health, happiness and well-being of  an individual. Thus, to evoke the audience, 
architecture should first make a stage for the audience to imagine through. 
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Principle Two:
the body

A chair, a handle and a door all possess a profound commonality. As simple 
as it may seem, each object bears a relation to our body. The chair is de-
signed for our posterior to rest upon. The handle is for our hand to grasp. 
The door is a puncture for our body to pass through a wall. This deep per-
ception into our built environment is sensationally important to the design 
of  architecture. Without it, we could not craft. We have learned through 
creation that intuitive design is based on the human body. The speed we 
walk determines a distance. The height of  our head determines how tall a 
ceiling should be. The placement of  a light switch helps us in the dark. So, 
the old maxim, the world does not revolve around you; may not be entirely true. For 
the built environment is designed with one purpose: to exist for humanity.

Perpetually, our constructed environment resides within this tactile world. 
It is a world of  the human body. Every shape, form, space and quality 
affects the way we related our body to this world. For illustration: A low-
hung tree makes us duck, a vast cathedral causes us to look up or a long 
railroad track projects us into a vast horizon. We see the world relative 
to our form. Look around the room. Each object, material or placement 
connects us to our architecture. The body bridges that gap between an 
unknown mystery and the familiar. Unfortunately, today many objects once 
designed for the body now have degraded into a detail-less form that speaks 
not of  our bodily construction. Everything has become flat and tactileless. 

Previously, in anthological anthropomorphic studies, the construction of  
building materials used the body as a universal measurement tool. Pallas-
maa writes, “Primitive man used his own body as the dimensioning and proportion-
ing system of  his constructions. The essential skills of  making a living in traditional 
cultures are based on the wisdom of  the body stored in the haptic memory” (J. Pal-
lasmaa, 2012, p.64). The old brick, for illustration, was designed original-
ly for a brick layer to hold the object easily. The brick measures 2 1/4 
inches by 3 5/8 inches by 8 inches in shape. It is the size of  the hand. It 
has been ingrained in our perception from the genesis of  construction: 
it feels right. Now, study a brick building. The proportion of  the brick 
in the wall certainly affects the way we view the structure, does it not? 

Figure 21.
What Does Our Body Measure?: Bergen, NO

(Jeremiah I. Johnson , 2012)
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Any change in this form would instantly be noticed by the general audi-
ence. The brick is a keystone to our corporeal design. Vitruvius also writes 
on this subject. The Greek architects responded to the human body, to 
its symmetry and to its measurements. He depicts the composition of  
primal architecture as the human body defines it (Vitruvius, 1914, p.72). 
Thus, our body has affected every design in some way, shape or form. 

Therefore, designing particularly and intuitively for a bodily purpose is then 
a greater goal. A deeper meaning can be birthed within the architecture by 
doing so. We may ask ourselves: does a ceiling need to be fifteen feet tall? 
Should a bench be lower to the ground? Would a dark room serve a better 
purpose for eating? By questioning design based through our body we can 
ultimately decipher their greater motive. Each element should be observed. 
Amy Cuddy, a sociologist, studied the affects of  posture and sitting correct-
ly. The results were astounding. By posturing our body in what she titles “The 
Power Poses,” our body starts to change. Even two minutes of  sitting correctly 
provides greater concentration, confidence and well-being (A. Cuddy, 2012). 
Thus, our body and architecture relate both mentally and physiologically.

Yet again, our body can be related to the senses. Because we function in 
this world through our senses, we find that by appropriately harnessing 
their strengths we can achieve prominence. For example, the door to our 
home is an astonishing model for study. Every aspect was formed by our 
relationship with the object. The height is based on our height. The width 
is based on our width. The thickness protects us from the strength of  
burglars or nature. The handle sits at the height of  our hand. The turn 
of  the handle allows our body to grasp it. We touch the smooth metal 
handle and it touches back. The door swings the scent of  baking cook-
ies from within the house, into our nostrils. Our eyes stroke the exterior 
material that shadow and light refract. The swing of  the door is equal to 
that of  our bodily swing as if  in a dance. Our sense of  balance is offset 
by the great magnitude of  the form. The weight embraces the weight of  
our body—neither too much nor too little. Georg Simmel, the legendary 
sociologist, essayist and philosopher writes, “What is most remarkable in the 
way a man understands and constructs the world outside, while at the same time it can 
be a channel through which an entirely different life flows into the first, a grip by which 
the totality of  ones grasps the totality of  the other without either of  them being torn to 
pieces” (Georg Simmel, 1959, p.274) The beauty of  the human made world 
is that intuitively it works. Neither the hand nor the handle breaks as they 

are pulling against one another. They instinctually know the human body.
Accordingly, by breaking the body measurements in architectural design, 
the void may intuitively allow the audience to gain a greater apprecia-
tion. The system of  body defines that which is human but also speaks of  
something larger. For illustration: as Ronald Ramsay explains, the Goth-
ic cathedrals progressively increased their scale of  towers, interiors and 
vaulted doors through time (R. Ramsay, 2012). This was to relate God’s 
providence and vast dimension. By voiding the human scale, the Gothic 
period displayed their existential outlook. Look at Frank Lloyd Wright’s 
brick houses. By voiding the standard brick size and increasing their length, 
each guest sees this odd change. They start to understand the horizon-
tal ‘Prairie Style.’ For an architect to fully comprehend scale then, an ex-
cellent exercise is to be posed. With pen in hand and paper on floor; we 
should sit as a child would. Now at the low angle, imagine what a child 
sees through observing our surroundings. We need not imagine what they 
think but rather what a child sees. The closet with large suits floats above 
our head. The bed becomes a butte or mountain hiding a cave underneath. 
All attribute to the scale of  the human body; for the human body is the 
measuring tool of  the human ontology. Our movements and size design 
the chasm within architecture; nature fills in the rest. The human scale thus 
is a principle tool for applying the senses towards the architectural stage.
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Principle Three:
intimacy

Quietly we sit down. The size of  the room becomes enclosed. There is a 
crack in the door projecting a slit of  light across our face. The room smells 
of  old books. We hear voices in the distance murmuring about their busi-
ness, but they stop. The sun has set and the lights are feint. We take the 
last bite of  an apple and toss away the core. One bulb stands above us 
providing enough glow to read. We reach behind our chair and draw out 
an old book—the edges are torn and the pages dusty. Finally, we are alone.

In a cliché world of  public progress and speed, we find it challenging to 
remove ourselves from the bustle of  modern life. We drain away at work 
listening to the buzzes and clinking of  pencils, to come home to loud music 
or screaming children. Julian Treasure, a speaker and sound analyst, states 

“We need to start designing for our ears […] We are designing environments that make 
us crazy, and its not just our quality of  life that suffers, its our health, our social behavior 
and our productivity.” Even the spaces we want as most intimate—hospitals—
are slowing our healing and consequently hurting our well being. “Noise levels 
have doubled in the last few years. And it affects not just the patients but the people work-
ing there. I think we would like for dispensing errors to be zero, wouldn’t we. And yet 
as noise levels goes up, so do the errors in dispensing made by the staffing at the hospital. 
Most of  all it affects the patient; and that could be you and me. Sleep is absolutely crucial 
to recovery and when threatening noise like this goes on, even if  you are able to sleep, my 
body is telling me, “”I am under threat.”” This is dangerous” (J. Treasure, 2012). 

We are suffering because architecture does not allow us to have intimacy. 
There once was a time when serenity was understood and dually important. 
This unfortunate ideal has slowly dwindled away with the books we read no 
more. We still find it in some museums, churches, deserted buildings or our 
private restroom but nowhere else. Intimacy was once almost sacred. For a 
space of  intimacy is beyond important, it is vital to our healthy lives. It can pro-
vide the emotional break we so dearly need today. We need a space to get away.

Intimacy is a space that allows us to remove ourselves from the front 
stage; experiencing ourselves rather, as an event in time. As Bachelard qui-
etly enlightened, “[…] whenever space is a value—there is no greater value than 

intimacy—it has magnifying properties” (G. Bachelard, 1964, p.202). Intimacy 
speaks to us at a lower, deeper level. In the primordial religious groups we 
unearth the most spiritual of  their disciples in intimate spaces: monaster-
ies, sweat lodges, kivas and caves. Our new libraries have suddenly gone 
astray from this idea. Now spaces are large, vast and bright. They leave no 
room for separation. What is better than taking a book and curling up in 
a corner of  an old library? It is very relaxing. The intimate space provides 
us with a look into ourselves to forget our plights. This again is catharsis.

Consequently, sound and shadow become the two greater senses here. Ab-
sence of  sound brings low the deeper separation from others. Without the 
hearing of  clanking or chatting there is little to divide our mind from focus-
ing. Pallasmaa writes, “The most essential auditory experience created by architecture 
is tranquility. Architecture presents the drama of  construction silenced into matter, space 
and light. Ultimately, architecture is the art of  petrified silence. When the clutter of  con-
struction works ceases, and the shouting of  workers dies away, a building becomes a mu-
seum of  a waiting, patient silence” (J. Pallasmaa, 2012, p.55). The serenity of  the 
quiet allows us to imagine once more. Shadow on the other hand casts still-
ness. There are mysteries hidden behind the locked doors of  the shadow 
waiting to be opened by the mind. The shadow stills time. Intimacy through 
architecture seems to allow our lungs to breathe and be sheltered from 
anything frightening. It draws a chasm before the troubles of  the world.

Intuitively, intimate spaces belong to the individual—their sole body. 
The architecture evokes the senses in an almost heightened level. The 
mysterious become familiar and rewarding. Again habit plays a sen-
sual role. Once intimacy is provided, the emotional, physical and mental 
break is rewarded. This reward triggers a cue allowing the architecture 
to speak to the audience. Intimacy suggests serenity for the tired guest.

Next Page: Figure 22.
Intimacy: Bergen, NO

(Jeremiah I. Johnson , 2012)
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Principle Four:
memories

Think back to a time when we felt sad in our home. It may have been 
a sad point in a book. It may have been a time when we left home for 
college. It may have been a call about our dying father. Can we remem-
ber where we were? Can we describe the room? Can we describe the 
telephone or book? Can we bring back that sadness we felt that day?

We all hold memories dear. Strong memories build our ego and weak ones 
please the spirit. They provide us with a connection to our past: our lost 
loved ones, the old car or the dance last Friday. They drive our future be-
cause we can look back. We have the option to change or to stay the same 
for they affect our behaviors and habits. As Duhigg explains, “[An experi-
ment] showed that habits, as much as memory and reason, are at the root of  how we 
behave. We might not remember the experiences that create our habits, but once they 
are lodged within our brains they influence how we act—often without our realiza-
tion” (C. Duhigg, 2012, p.25). Memories are the grounding point for our 
emotions. Without them we would loose sight of  our existence. We would 
live only for the moment. To have a memoryless life would be to not live.

Therefore, memories and architecture serve many purposes. They explain 
where to find the light switch, how to open a door or why the space is so large. 
They speak of  existence, morals or emotions. They also build a museum of  
memories. Bachelard explains the house, “Of  course, thanks to the house, a great 
many of  our memories are housed, and if  the house is a bit elaborate, if  it has a cellar and 
a garret, nooks and corridors, our memories have refuges that are all the more clearly delin-
eated. All our lives we come back to them in our daydreams” (G. Bachelard, 1964, p.8). 

We all have memories that link us to our houses or office spaces or to 
the old cottages in the country. These memories though, can provide for 
us something much greater. Through the use of  cues in architecture, we 
can find an intuitive nature about a building; for architecture is site spe-
cific. Our Grandmothers cookie jar makes us remember her cookies. A 
wooden stair reminds us of  the time be fell down the stair. The smell of  
saw dust reminds us of  our fathers woodshed. A cue is a type of  trigger 
that brings back a memory. In habits, this is the smoking gun to the reward: 
the instigator. Thus, using habits and memories from the architect’s patron, 

the building becomes a familiar glove that fits them so well. Designing a 
space through a persons memory cues evokes meaning into architecture.

Furthermore, memories span past our lives. We can find in histo-
ry links that move us today. Why do we desire to have Corinthian col-
umns in front of  our large mansions or live in a New York apart-
ment with a Parisian styled mansard roof? De Botton expresses, 

“The remark focuses our minds on the idea that buildings are not simply visual objects 
without any connection to concepts which we can analyze and then evaluate. Buildings 
speak –and on topics which can readily be discerned. They speak of  democracy or 
aristocracy, openness or arrogance, welcome or threat, a sympathy for the future or a 
hankering for the past” (A. de Botton, 2006, p.71). 

Historical memories bring out our romantic side. Styles, events or people 
influence the way we live and design. Memories set the stage, the props and 
scripts for our bodies to perform.

Left: Figure 23.
Columns: North Dakota, USA
(Jeremiah I. Johnson , 2012)

Right: Figure 24.
Columns: Rome, IT
(Jeremiah I. Johnson , 2012)
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Principle Five:
the daydream

We are standing in a vast field full of  colourful flowers. There are purple Vi-
olets, blue Snap Dragons and yellow Daffodils. The sun is ripe on our back. 
The warmth fills our spirit and we start to run about. After some time we fi-
nally sit to enjoy a picnic meal under a red umbrella. We unwrap our peppered 
turkey and cheddar on rye sandwich. It tastes lovely. We then drink a bottle 
of  cold Coca Cola. The sound of  hissing as we pop the top gives shivers 
down our spine. The drink cools our overheated body. We lift our nose up 
to the wind. The smell of  the flowers delights our nose and the touch of  the 
wind pleases our skin. Suddenly we are back in our home eating our lunch.

Have we ever felt this? Have we indulged ourselves in a daydream? Day-
dreaming is not uncommon. Coon and Mitterer writes, “[R]esearch suggests 
that we have all experienced it at some point in time. We use it to add cheerfulness to 
our day. Meditation and mild sensory deprivation are ways to elicit the relaxation re-
sponse. For many people, sitting quietly and “resting” can be as effective. Similar stress 
reduction occurs when people set aside time daily to engage in other restful activities, such 
as muscle relaxation, positive daydreaming, and even leisure reading” (D. Coon & J. 
Mitterer, 2009, p.202). It seems to be a peculiar way for our stimulated body 
to entertain or release anxiety. It acts once more as a cathartic response 
more than anything else. The daydream starts by some cue or trigger. Once 
the initial representation is produced, images, sounds, smells fill our mind. 
The experience is delightful and sensual. We are separated from the cur-
rent world, into a world of  the familiar and wonderful. Bachelard relates, 

“Daydream undoubtedly feeds on all kinds of  sights, but through a sort of  natural inclina-
tion, it contemplates grandeur. And this contemplation produces an attitude that is so special, 
an inner state that is so unlike any other, that the daydream transports the dreamer outside the 
immediate world to a world that bears the mark of  infinity” (G. Bachelard, 1964, p.183).

Architecture has this ability to provide daydreams. With our study in mem-
ory, habits and cues we have found that architecture can trigger these day-
dreams. The memories we hold act as a link to the stimulus. The senses 
provide a framework for the event to take place—a tune by Beethoven 

Right: Figure 25.
A Daydream Castle: Bayeux, FR

(Jeremiah I. Johnson , 2012)
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or the fresh scent of  daffodils or the excitement of  a fire—our corporeal 
senses connect us with memories. Architecture of  the daydream acts like 
the stage. It allows for one to experience a space and create a meaningful 
event. The cues invite the guest to relate their senses to the architecture. It 
is a platform for an emotional experience of  pleasure through imagination. 

However, it seems that the greatest of  daydreaming cues is smell. Smell 
is extraordinarily powerful, and can easily bring us back to memory. Pal-
lasmaa writes, “A particular smell makes us unknowingly re-enter a space completely 
forgotten by the retinal memory; the nostrils awaken a forgotten image, and we are 
enticed to enter a vivid daydream. The nose makes the eyes remember” (J. Pallasmaa, 
2012, p.58). For illustration: we have all walked into a grand palace or vast 
cathedral and widened our eyes at the view. The great painted murals stripe 
the extraordinarily high walls. The enormously delicate, wood floor deliv-
ers the tapping sound of  shoes to the ceiling above. We suddenly imagine 
ourselves dancing along side kings and queens. Music plays in our mind as 
if  an entire orchestra was reciting Samuel Barber’s Adagio for Strings. But 
the smell of  wine or fancy silk material or the perfume of  flowers makes 
us instantly arrive at that space. We have also walked into a small tavern 
and felt the warmth of  the fire. The chattering of  voices interrupts the 
heavy brown timbers supporting the roof. The dim lighting feels very in-
timate. But, the smell of  dust on old tables brings us there. The burn-
ing smell of  candles awakens our mind to this space. We then, imagine 
Henry David Thoreau reciting his book to us while we sit quietly listening. 
For a space of  daydreams invites the guest to be excited through architec-
ture. But the sense of  smell becomes a key component to any daydream.

Therefore, we can create spaces to daydream by the familiar. Architec-
ture stands as a bridge to permit our senses and imagination to experi-
ence delight. By fostering cues from memory this can be possible: be it an 
old painting, charming music or the smell of  fresh air. De Botton writes, 
“Insofar as buildings speak to us, they also do so through quotation—that is, by re-
ferring to, and triggering memories of, the context in which we have previously seen 
them, their counterparts or their models. They communicate by prompting associa-
tions. We seem incapable of  looking at buildings or pieces of  furniture without ty-
ing them to the historical and personal circumstances of  our viewing; as a result, ar-
chitectural and decorative styles become, for us, emotional souvenirs of  the moments 
and settings in which we came across them” (A. de Botton, 2006, p.93-94). 

Designing in a way to bring us back to our past can make us deeper. The 
relation of  the space to the body, the application of  decoration and co-
lour, the use of  light and sound or the touch of  a textured stonewall are 
details that architectural design can foster to invite this daydream. To 
evoke a sense of  intuitiveness, daydreaming is an astonishing example.

Figure 26.
Imagination: Venice, IT
(Jeremiah I. Johnson , 2012)
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Principle Six:
personality

I used to look at trains as a child and imagine a giant, metallic worm snaking 
along two lengthy, smooth tracks. The beast became an innate connection 
between objects and the animal kingdom. Our desire for the constructed 
world to be organic is evident in children. They see a house and tell us a 
story about it talking or they see a car and say it is a dog. We as humans have 
a great desire to categorize and personify everything, even the smallest of  
bolts. We have commonly heard little girls with pigtailed hair say “My bear is 
named Teddy and he helps me sleep. He tells me stories at night.” Our objects 
are in association with us because we associate with them. They speak back.

The world of  the object—which we currently inhabit—is a world of  per-
sonalities. Each style of  design brings to light not only a personality but 
a being. For each object we observe is not really alive, but rather the per-
sonality describing the designer. We can look at a stark, modern, concrete 
house and say the architect must have loved airplanes. Or we can look at 
a Porsche and say the designer must have loved frogs. Each object brings 
to light a human or animal personality in our designs. De Botton writes, 

“[O]ur reasons for liking abstract sculptures, and by extension tables and columns, are 
not in the end so far removed from our reasons for honoring representational scenes. We 
call works in both genres beautiful when they succeed in evoking what seems to us the most 
attractive, significant attributes of  human beings and animals. Once we start to look, we 
will find no shortage of  suggestions of  living forms in the furniture and houses around 
us. There are penguins in our water jugs and stout and self-important personages in our 
kettles, graceful deer in our desks and oxen in our dining-room tables.” He continues, 
“Even something as diminutive as the letters of  a typeface, we may detect well-developed 
personalities, about whose lives and daydreams we could without great difficulty write a 
short story” (A. de Botton, 2006, p.85-86). 

Allan de Botton speaks here about our relationship with objects. We cer-
tainly find this modernly, but historically as well persons personified objects. 
Again, Vitruvius in 75 bc writes about the design of  temple and columns in 
relation to the human body. These ideals come from measurements of  the 
eyes to the navel and down to the feet. These proportions are directly related 
to Greek architecture. Thus making their buildings directly related to human 

personalities for the architect related human shape to their buildings. He also 
continues with the proportions of  a man to a woman in consecutive order 
as in the orders: 1:8, 1:9, 1:10 (Vitruvius, 1914, p.72-75). Our desire to claim 
objects as personalities bears great importance to the way we have designed.

Therefore, by designing in a manner that brings out personalities in archi-
tecture we can invite the guest to respond to their body and senses. They 
shall see the building as, which de Botton claimed, “beautiful.” Shaping the 
face of  architecture through invitation of  the senses, setting a stage and 
putting our body in relation to the building evoke a greater meaning. Hence, 
the personality of  architecture invites the wellbeing of  the audience. Archi-
tecture can cause happiness.

Right: Figure 27.
A Dragon?: Barcelona, ES

(Jeremiah I. Johnson , 2012)
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Principle Seven:
museum

Entering a white room we notice various people. They are wearing black 
clothing and thick rimmed glasses or suits with blue ties. Fresh air is vent-
ing from large metal plates on the ceiling. The space seems somewhat am-
biguous. We walk between rooms like crates, protecting objects centered. 
The objects hang on walls, sit on plinths or stand for themselves. They 
are lit by an intangible light. The objects are meaningful to the audience. 
Gasping in amazement or shaking in political agitation the guests become 
excited. The objects seem to speak deeply to our emotions or our imagina-
tion. This has become a sanctified place, yet we yearn to touch the objects.

A museum is a space of  honouring Art. Art has many identities: skill, 
craft, quality, inspiration, an opening-up, timelessness or decoration. 
Throughout history we have squabbled about the definition of  Art to no 
avail. There seems to be so much importance to the subject that opinion 
flourishes like oxygen. The fact is, it is a public entity. It is made for the 
public to discuss and experience. Merleau-Ponty exposes art in paintings, 

“Once the strange system of  exchanges is given, we find before us all the problems of  
painting. These problems illustrate the enigma of  the body, which enigma in turn legiti-
mates them. Since things and my body are made of  the same stuff, vision must somehow 
come about in them; or yet again, their manifest visibility must be repeated in the body 
by a secret visibility. “”Nature is on the inside,”” Says Cezanne. Quality, light, color, 
depth, which are there before us, are there only because they awaken an echo in our bodies 
and because the body welcomes” (M. Merleau-Ponty, 1993, p.4).  

Merleau-Ponty relates here how Art affects our experience. It draws con-
nections to our body. Regardless, a museum is a space to house these 
most valuable objects and ideas. They are set on pedestals for an audi-
ence to view them, for the audience may be an individual or a large flock. 
Thus, the museum acts as the mediator between the sacred and familiar.

Consequently, our society fosters personified objects by honouring them 
with exhibits. Even in small scale—our home—we attribute the same. 
For instance: Do we have a space for our books to lie? Is there a plinth 
that holds our lamps? Does our television sit upon a great shelf  or is it 

held within a cage? Our objects have become special to our lives. They 
look at us each day and we look back. They inspire and import pleasure 
to activities during the day. The most sacred of  the objects though, can 
even invite an emotional change. Architecture has strength in amplifying 
these objects or persons. Because architecture as an event becomes a back-
ground to the Art’s foreground, the object may speak many levels about 
the building. As Japanese Architect, Toyo Ito writes in Vortex and Cur-
rent, “The scene of  a cherry-blossom viewing party, where people drink 
sake with friends on a red carpet under the trees and paper lanterns, or 
inside open tents, represents the fundamental character of  Japanese archi-
tecture. First of  all, people come together to see the cherry blossoms in 
full bloom, and then primitive architecture (ie, the carpet and the tent) is 
built for the event. It is not that the architecture is there at the beginning; 
on the contrary, it is the human act of  getting together that exists first. It 
is only afterwards that architecture comes into being to envelope this ac-
tion” (A. Papadakis, 1971, p.22). Our spaces, when designed to delight the 
senses through an event, allow our objects to be part of  the experience.

Therefore, set the stage with the object, cue the memories and allow the 
brain to flourish. Architecture can be designed to intensify an object or 
detail, nature or person. This in turn is the last cathartic reaction. While 
we need not design a museum explicitly, our spaces contain the oppor-
tunity to generate meaning for the object and architecture. Every detail, 
every context then becomes apparent as it functions. For illustration: 
envision entering a bathhouse. The resonance of  water seems to echo 
from one position, one point in space. We explore the spaces uncovering 
a lofty but thin room gracefully lit by diminutive water stricken athwart 
the floor. One metallic spout protruding off-centered contrasts the stone 
wall. The bronze spout leisurely spits water from its mouth en route 
a metallic grate in the floor. The grate resounds a tinny and watery-like 
noise. The spout bears prominence in the room for it speaks meaning 
to the activity and existence of  the space. Ultimately, the spout is ampli-
fied by the architecture. Neither the spout nor the architecture can be 
separate for all the senses join together and speak to a higher meaning. 
Wholeness is the key. Accordingly, we experience the space as a cathartic 
break from outer world. The space, like a museum becomes a revered set-
ting. It evokes imagination, delight and pleasure to the body and senses.

Next Page: Figure 28.
A Ceiling Light or an Art Piece: Barcelona, ES

(Jeremiah I. Johnson , 2012)
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V

How then may we manifest intuitive design in the architectural world? Intu-
ition comes from something neither seen nor heard. It speaks to us through 
our senses and through our habits and memories. The constant cues induced 
by the natural or built environment invite or control us to partake in an expe-
rience. Unless we choose to ignore our desire for delight and happiness, our 
daily lives are governed by a want for experiential gain. For instance: we take 
long trips to special places, watch theatrical performances and eat fine food 
to locate a release—a catharsis. These experiences internalize memories 
that architecture can draw upon. Be it an adventure in a cave, a trip through 
a history museum or romping with our dog—architecture can experientially 
symbolize this in design. Through comparative materials, colours, lights, 
scents, music, objects, shapes, sizes, proportions, textures and a plethora 
of  other design tools, architecture can bring forth an experience through 
the senses that only metaphor can express. As Allen de Botton explains, 

“The ease with which we can connect the psychological world with the outer, visual and 
sensory one seeds our language with metaphors. If  even crude scratches on a piece of  
paper can speak accurately and fluently of  our psychic states, when whole buildings are 
at stake, expressive potential is exponentially increased” (A. de Botton, 2006, p.90). 

Our experiences are truly meaningful connections derived from our senses 
of  functionality, aesthetics and history. All is derived by our beliefs, emotions 
and cues of  memories. Architecture is an Art of  the passive performance.

Thus, we can not find architecture by mere means of  design. Drawing a 
picture, articulating through computer or building a model speaks slightly 
towards the architectural experience. But they do not fully comprehend the 
sensitivity or totality of  the event. They do conversely, speak about the de-
sign of  the experience. This is where they stand—where they should be cul-
tivated. As Stephen Wischer, architectural professor and phenomenologist 
conveys that drawings are only static representations which we must look 
past to achieve a full comprehensive design (S. Wischer, 2012). The static 
representation of  these tools—drawing, painting, modeling, photography 
and writing—ultimately completes the architectural entity. They are for the 

fully encompassed and finalizing properties of  a design. In turn however, 
these tools speak volumes of  the totality of  a project. The initial expres-
sive sensuality nevertheless, is where we must first initialize our design.

Therefore, to establish our experiential understanding of  the project, 
and design comprehensively, we must look to something else. By formu-
lating purpose in the real world we find a greater intuitive design chal-
lenge that will further the quality of  the event. To do so, the use of  a 
daidala, thumata, artefact, ‘parti’ or abstract sculpture is decisively craft-
ed. This object invites the audience and the architect to participate in a 
hermeneutical examination of  the senses. It is an unearthing of  history, 
time and culture. The object communicates deeper than a voiced expla-
nation, for it delivers architecture through an experience. Wischer states, 

“[The artefact] is suggested that the designer’s involvement with the artefact awakens 
an embodied creativity, which pulls memory and imagination into an empathetic re-
lationship with material reality, inspired by, and for, life as it is lived. In so doing, 
the relationship between the artefact and the narrative creation touches upon the in-
nate intertwining of  the body and world, providing a source of  vital orientation for 
design and revealing meaning beyond abstract analysis” (S. Wischer, 2010, p.1). 

The use of  metaphor to express the event is a form of  interpretation while 
it never fully embellishes a true nature. It seeks to find greater meaning 
though, by investigating the real world. This is a tool for true inspiration.

Furthermore, the daidala seeks to merge theory and practice. During the 
course of  its life, the object progressively morphs into a sharper examina-
tion of  the senses. The final result is an object that defines architecture to 
amplify its contextual surroundings. The intention is to design an object 
that steers architecture in a way that it becomes a participation. As we have 
discovered, architecture never forces but rather invites the audience to partic-
ipate. Architecture then can be better understood as a verb. The experience 
is a movement or action that integrates the human with the architecture. 
The Japanese way of  design for example, pursues this form. In profes-
sor Fred Thompson’s writings on Japanese architecture, he expresses their 
choice of  metaphor: spacing as opposed to space and timing as opposed to time 
(J. Pallasmaa, 2012, p.68). The architecture acts rather than statically exists.
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Hence, the greater level of  design may come from something of  interpre-
tation, of  doing and of  practicing. Mimesis or the Greek word for imita-
tion helps to explain the link between the object, body and architecture. 
While the design of  architecture is in progress, there is a constant stress 
between thinking and making. As Vico explained in his writings, people 
tend to only know what they actually do (G. Vico, 1984). In full, there 
is an internalization of  design within the designer. As Pallasmaa explains, 

“[D]uring the design process, the architect gradually internalizes the landscape, the entire 
context, and the functional requirements as well as his/her conceived building: move-
ment, balance and scale are felt unconsciously through the body as tension in the muscular 
system and in the positions of  the skeleton and inner organs. As the work interacts 
with the body of  the observer, the experience mirrors the bodily sensations of  the maker. 
Consequently, architecture is communication from the body of  the architect directly to the 
body of  the person who encounters the work, perhaps centuries later” (J. Pallasmaa, 
2012, p.71). 

This understanding is first driven by the daidala.  

Historically, Daedalus was the first architect of  the western world. As 
Pérez-Gómez explains, his craft of  interpreted objects, called daidala 
were items for architects to see architecture through. The objects spoke of  
a greater purpose deriving experience as a progressing result. His creation 
of  the Labyrinth at Knossos was the result of  his powerful architecture. 
This historical tool has transcended time and is still applied today even 
outside architecture. Pérez-Gómez furthers that the daidala is an interdis-
ciplinary tool that architects summon to ultimately craft a whole. “[I]t was 
fundamentally an ‘interdisciplinary’ technique for the making of  the daidala. Differ-
ent techniques thus seem to have responded to the same intellectual model. Regardless of  
the material, the emphasis is on the relationship between the parts and the whole” (A. 
Pérez-Gómez, 1987, p.50) Therefore, through the daidala, the architecture 
becomes imbued with outward-looking design, never making something 
finite, reduced or dead. Architecture in response becomes a finalized, unified 
and cohesive whole. As stated earlier, wholeness is the key to superlative archi-
tecture. Allen de Botton speaks of  this idea through the abstract sculpture. 
He relinquishes that Hepworth, a psychoanalyst, derived that Barbara Hep-
worth’s Two Segments and a Sphere, marble sculpture represents a family por-
trait. He concludes that as a sculpture touches us, we are interpreting it. The 
object becomes an exploration into experience. De Botton continues by 

examining objects and their relative relation to architecture. They speak of  
something already built (A. de Botton, 2006, p.82). Botton leaves us with a 
warning though, “We will, of  course, run a risk if  we spend extended periods analyz-
ing the meanings that emanate from practical objects. To be preoccupied with deciphering 
the message encoded in a light switch or a tap is to leave ourselves more than usually vul-
nerable to the commonsensical scorn of  those who seek little from fittings beyond a means 
of  illuminating their bedroom or rinsing their teeth” (A. de Botton, 2006, p.78).

Therefore, we must never loose site of  our future goal, that is, architec-
ture, by a preoccupation with objects. Any simple analysis of  our true 
design will testify to the truth behind our daidala. So, by merging the 
senses, history and context into an object we ultimately achieve our ex-
perience. The simple result drives the experiential design of  the architec-
ture. This object titled daidala, thumata, ‘parti,’ abstract sculpture or as 
Wischer defined it “the artefact” is a tool for designing the architectural 
experience (S. Wischer, 2010, p.1). Like technology, drawing, model mak-
ing and practicality, these tools serve to bring reality to our architectural 
design. Ultimately, to entirely comprehend architecture to its fullest and 
most intuitive essence, the daidala becomes an influential tool to manifest 
intuitive design into the real world. Intuitive design then becomes a ca-
tharsis for stress and a staple for well-being. As Stephen Wischer passion-
ately stated, “The true nature of  architecture is love” (S. Wischer, 2012).
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VI

What then, are we accomplishing? Today we are over-stressed. We have 
stimulated and worked our body to the point of  punishment. We also fight 
against counter-intuitive architecture. With our new fondness towards tech-
nology from the enlightenment period, we have lost general knowledge of  
Intuitive Design that can serve to ease our stress. While technology is certain-
ly not a bad tool nor ever was, we have forgotten the whole complexities ar-
chitecture possesses. Oddly enough, it is very simple, for we have forgotten 
our roots: the senses. Modernly, we specialize in skyscrapers that compete 
for extraordinary heights and use increasingly complex mathematics. We in-
tegrate triple-pane curtain wall systems that deflect hurricane winds. We also 
have computers that calculate energy consumption in every space. These 
technologies are the future of  architecture, but please let us never forget 
the past. Without it, we would never have gotten this far. Intuitive Architec-
ture cultivates memories, habits and the senses to ultimately craft a space 
imaginatively stimulating, emotionally evoking and stress relieving. So what 
is Intuitive design, how is it crafted and what will it ultimately accomplish?

Accordingly, Intuitive Design is purposeful. Intuition permits habits to form 
to ease our over-stimulated society. Creating meaningful spaces that invite 
the guest to experience the architecture furthers this cathartic release. By 
creating designs that evoke emotion through the senses, we become health-
ier and happier. Meaningful architecture promotes an ideal that speaks to 
the audience unconsciously. Today, we build warehouses for humanity that 
rid everything meaningful. Where are our poetic cathedrals or romantic 
gardens or the symbolic tombs in our modern architecture? We have lost 
sight of  meaning and purpose because utilitarian design is more efficient. 
Historically though, even utilitarian architecture was meaningful. Thus, in-
tuitive design proposes meaning in every aspect—even with technology. 
While this sounds wasteful, it is truly the opposite. By making everything 
practical and purposeful we truly stand for a sustaining waste-less design.

Furthermore, Intuitive Architecture can be generated through seven prin-
ciples. Each principle evokes imagination and emotion by architecture 
as an event. The spaces invite the guests to sensitively participate in the 

imagination. Inviting suggests a passive approach rather than control. 
Ethically we must not control for it causes stress. Inviting is equipped 
through detailing memories and habits into our buildings. Each detail acts 
as a cue to trigger a routine ultimately providing a mental or physical re-
ward. The result is catharsis or an emotional release from stress. To do 
so, wholeness is the key. We must use all the senses rather than focus-
ing on sight. There is much more to beauty than visual design. Hence, 
Principle One sets a stage as if  the building was a theatre. Principle Two 
involves the measurements and relationships of  the body. Principle Three 
provides a space to break away—intimacy. Principle Four evokes memo-
ries as cues. Principle Five opens the mind to daydreaming as an emo-
tional respite. Principle Six brings interest to the architecture through 
personalities. Lastly, Principle Seven amplifies objects as if  in a museum.

Therefore, we stand today with an ethical choice: design architecture in-
tuitively, meaningfully and purposefully or loose touch with humanity. 
Humanity was built upon our primordial senses. While Intuitive Design 
proposes no global utopia, it does hope to insight a stress-free and health-
ful experience. Humankind loves great experiences. We take trips to tropi-
cal environments, have large weddings and eat fancy foods. These events 
are able to remove us from our daily troubles even for one moment and 
provide pleasure to our lives. They make us happy. Hence, to fully relin-
quish our stress caused by counter-intuitive architecture, we must design 
intuitively through the senses and innate habits possessed by our bodies.

Next Page: Figure 29.
Delightful Houses: Bergen, NO

(Jeremiah I. Johnson , 2012)
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Case Studies are a strong source of  
knowledge. They lend intuitive and 
learned wisdom from design, construc-
tion and livability to the unsuspecting. 

These case studies attempt to find in-
sight into a variety of  spaces, places, 
times and culture, ultimately seeking to 
further the design of  the Steam Baths.
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Case Studies

Çemberlitaş Hamamı Turkish bath 1584 in Istanbul by Architect Mi-
mar Sinan has stood as one of  the oldest bathhouses in the region. With a 
medium size—5100 square foot plan—the building is designed historically 
as a place for relaxation. The building sits nestled between apartments and 
storefronts. Only a small door entrance can be seen. The humble building 
speaks to its greater intent; privacy and integrity. Entering, we stand in a 
large atrium space with three stories of  hotel rooms. An attendant speaks 
to us. He provides us with a key and coin. We head towards the stair in the 
corner. We find a room marked by the key number. The key provides access 
to a private changing room.  The space is large enough for the removal of  
cloths and shrouding oneself  in a towel, for throughout the entire bathing 
process we are never seen exposed. Clean sandals are provided in the room 
as well. Once done changing, the guest may then enter the first chamber 
downstairs. The door entrance is private and hard to openly see; it creates a 
level of  enclosure for the sake of  privacy. The first cleaning room allows for 
a washing of  the entire body to remove shallow dirt. The process is manda-
tory; cleanliness is of  utmost importance. With a brass dish in hand, a fau-
cet fills the dish with water. We then pour water across our head and body. 
The water disappears through floor drains. Next, we enter the main bathing 
room. The space is lit with star-shaped holes in the ceiling. The light emits a 
powerful sense of  the cosmos to the bather. The dome filled the sky and el-
egantly causes the space to be intimate. There is one large stone circle in the 
middle of  the room. Lying upon it are guests resting. It is a hot table for the 
final massage and ultimate removal of  dirt. As Ronald Ramsay stated from 
a first hand account, “They will find dirt that you never thought you had” 
(R. Ramsay, 2012). By providing the host with the coin, we are given the 
massage. The bathing process is relaxing and delightful for the senses. Once 
done, there are niches in the corners for a washing off. The women—for 
they bath separately—have a supplemental mud bath. We are encouraged 
to stay as long as necessary. Once we depart we feel completely refreshed 
and cleansed. It is an experience for any bucket list (R. Ramsay, 2012).
In comparison, this bathhouse is a standard Turkish style. It also has re-
lations with the roman style which initially influenced this design. The 
program and dome shaped rooms are common because they allow a large 
space to be spanned with little interruption of  structure. The experience 
as well induced an intuitive sense of  action. Based on the senses and social 

FemaleMale

Right: Figure 30.
Circulation
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habits, the guests intuitively know the path and activities to which they 
partake in. This architecture is certainly an event rather than a static build-
ing. On the other hand, this building hosts some uncommon traits as well. 
While not similar to the Japanese or Finnish style baths, the Çemberlitaş 
Hamamı allows for guests to rent a hotel space. This is uncommon to 
the local Turkish bath. The space also hosts refreshments and a juice bar.

Environmentally, the building is surrounded by a network of  storefronts 
and apartments. This allows for an intriguing and modest connection to the 
street. The bath is powered by hot steam, like the common Roman bath but 
has integrated modern technology to sustain its long term livability. The cul-
ture in which it inhabits commonly partakes in the bath. It is a weekly rou-
tine for the businessman or laborer. The Islamic practice of  purity seems to 
provide a healthy and clean experience. While unlike the middle-eastern Is-
lamic traditions, in Turkey the guests are helpful, modest and kind. Ultimate-
ly, the entire environment is evoked through an architectural experience.

Furthermore, the Çemberlitaş Hamamı bathhouse is a prime example of  
intuitive design. Through its historicism, sensual nature and social public 
space the bath provides an experience that no one would forget. As Ronald 
Ramsay stated, “The building is extraordinarily intuitive. The look of  another 
bather makes you understand your place. Every step in the process is a cho-
reographed dance. Even the replacement of  the wet towel for a dry one is 
intuitive. The guy never said a world, I just stood up and twirled and sudden-
ly I had a new towel on. I never was exposed” (R. Ramsay, 2012). The social 
sense provides an example for the new guest or the young. The other senses 
add to the intuitiveness as well. The sound of  a spout of  water, for instance 
proves to make the guest aware of  the washing. Body measurement states 
that the dish with a misshaped back fits the guests head for resting on the 
stone table. The dim lit space delights the senses. The intimate space allows 
for privacy and restfulness. The smell of  soap and hot water sooths the sick 
and tired. The soft stone of  the table relaxes the back as a message is given. 
Through the senses the body and mind are charmed in this private archi-
tectural experience. The final results cause the guests to un-stress and relax.

Right: Figure 31.
Geometry
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Figure 32.
Natural Day Lighting

Figure 33.
Plan, Section, Elevation comparison
(http://venustasllc.com/rsportfolio/, 2012)
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Figure 35.
Massing

Figure 34.
Structure
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Therme Vals in Switzerland designed by Architect Peter Zumthor 
in 1996 is a modern example of  a meaningful bath and intuitive design. 
The entire building—a large 15000 square foot floor plan—digs within 
the earth. The bath is unique for it integrates heavily within the land. The 
bath appears to have been forever chiseled out of  the granite mountain 
stone. It feels like a quarry. The Vals Mountains would never be the same 
without this bath (Wischer, 2012). The baths are reached by means of  tun-
nels from the adjacent hotels. They act as a caves entrance would—a place 
for the mind to become excited. While most swimmers change in their 
hotel room, changing rooms are located at the beginning for any bather 
to prepare for the water. The stone walls bounding each bath feel ran-
dom suggesting the figure of  a mountain spring. The unique multiplicity 
of  baths excites the user to move about. The tea bath for example has 
floating leaves that cleans the skin and adds interest to the space. The wa-
ter—usually lit from below—glows as we float around. Each bath provides 
a sense of  rest and wellbeing through relaxation. After a long swim or 
relaxing sit, the final baths are the thermal catharsis that all baths have 
in common. The first hot or ‘fire room’ baths the guest in a steamy and 
dimly lit space. The high temperature relaxes the muscles and loosens the 
stress. Once done, the guest them heads towards the Cold room. The cold 
water tenses the muscles but ultimately gives the needed emotional release 
(Zumthor, 2011). This hot to cold bath is the center of  the design. As inti-
mate spaces, they invite a few users to experience the almost sacred event. 
The baths are all interconnected by water or bridge. There seems to be a 
certain floating motion that contrasts by the static nature of  the mountain 
rock. The Thermal Vals are a sensual design that evokes a greater meaning.

Contrasting, the Thermal bath has little connection to the tradition-
al baths in shape and form. Build within the earth, glass and concrete 
form interlocking squares. The old baths involved construction above 
ground—aside from the earliest Finish baths—that fit within the city 
limits. Zumthors bath is separated from the large city. The embrace of  
the natural mountain becomes the spirit of  this bath. However, in event, 
the bath transcends the historical. The space is still public. Like all tra-
ditional architecture, the public was the intended guest. This building al-
lows for travelers, guests and locals to become immersed in the bath. The 
public is the key to the social interaction in architecture of  the intuitive. 

Right: Figure 36.
Circulation
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All great architecture brings public discussion. Commonly, the use of  
the hot and cold water speaks of  tradition as well. The Roman, Turkish, 
Japanese and Finnish all hold this in common. The pleasure of  the two 
contrasting temperatures finds their heart at the birth of  the bath. The 
steam sauna by the Finnish and Japanese find remnants here too. Stephen 
Wischer recounts his trip to the Thermal Vals, “Zumthor built a space 
so dense in fog that any adjacent person can hardly be seen” (Stephen 
Wischer, 2012). The steam emanates a sense of  private and public space.

Relationally, the surrounding mountainside invites one to see the build-
ing in different light. Walls pealing away the earth resemble that of  the 
close environment. The use of  local stone both environmentally and 
sensually embraces the greater meaning behind the bath. The local cul-
ture is a small and hearty crowd of  happy people. They enjoy their pri-
vacy but love the pleasant traveler as well. The architecture communicates 
this cultural trait of  privacy and pleasantry. The glory of  the building 
though, is the experience gained by the variety of  baths that relax, ex-
cite and delight. The construction of  the baths is formed through con-
crete and stone walls. The blocks initially cantilever the roof. The roof  
is grassed, allowing for a pleasant front yard and site integration. The 
blocks are sealed by glass interlocking sheets between the roof  planes. 
The spaces leave a separation for light to pass through (Zumthor, 2011). 

N̂

Bottom Right: Figure 38. 
Thermal Vals Bath Section

(Peter Zumthor Therme Vals, 2007)

Top Right: Figure 37. 
Thermal Vals Bath Plan 

(Peter Zumthor Therme Vals, 2007)
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Finally, the Thermal Vals designed intuitively speak deeply about the senses. 
Planned for a theatrical performance of  the spaces, the architecture intui-
tively moves and delights the bather. The use of  materials and relational 
body sizes makes the space intimate. This intimacy removes the guest from 
their daily lives into a serene environment. The Hot bath is low hung, dim 
and quiet (Zumthor, 2011). It evokes a hot furnace or fiery pit. The size of  
stone leaves the user wondering if  the walls are part of  the earth or actually 
man-made (R. Copans, 2011). . The use of  lights, from dim to bright, from 
colourful to white, allows the mind to also draw poetic connections ulti-
mately opening the mind to daydream. Blue cave light lights sit in the cold 
room, white sunlight fills the open bath and orange light guides the chang-
ing room. Finally, the space becomes a museum for objects. A drain spout 
leaving rust stains on the wall stimulates the guest. It appears as though the 
architecture is alive. A clock set upon a column leave the user in a time-
less space—a place of  ambiguity. They become separated from routine. 
Water pipes snake out of  the water like seas serpents. Polished in stainless 
steal, they spit water from their metallic mouths. The entire architecture 
of  the Thermal Vals baths the guests in a timeless and pleasurable event.

Above: Figure 39. 
Thermal Vals Bath Elevation 

(Peter Zumthor Therme Vals, 2007)

Right: Figure 41.
Geometry

Above: Figure 40.
Massing in green
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Above: Figure 42.
Structure

Right: Figure 43.
Natural Lighting
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Prairie House 1961 by Architect Herbert Green in Oklahoma interests 
the prairie land it inhabits and the surrounding community. Norman Okla-
homa once was open field where vast sky and grass could converge at the 
horizon. While this no longer happens, there is still a connection between 
the house and the prairie. The design became named the Prairie Chicken 
for its odd characteristics. Clad in steel sheeting, cedar shakes and formed 
with wood supports the buildings squats over the guests inside. Like a 
mother hen, it protects the human inhabitants. Laying low it nestles in the 
ground. The prairie landscape once open, devoted a vista for the house 
to live amongst. The personality of  the house communicates the greatest 
intent for the architect: the natural and built. The house is a communion 
between the horizontal view of  the grassland and the horizontal historical 
teepee or tree that points towards the sky. The firm environment which 
it lives among allows the house to settle, for the structure does not fight 
against the settings but rather builds upon the landscape in communion. 
Oddly enough the house is relatively small—about 4000 square feet—
which speaks to its nature. The house provides the owners and guests a 
place to relax and watch the passing sun, the movement of  the grass and 
hear the whistle of  the wind.

The program of  the established building has a canopy that supports a car-
port. Like a wing the roofline hides vehicles and shelters humans from rain 
or snow. The concrete slab is the only true harsh material that presents 
itself. The rest is covered by the wooden feathers of  the skin. Entering the 
building, we walk around a wall—like Frank Lloyd Wright’s processional 
entrances. The low door opens into a two story atrium space filled with 
natural light. The space is covered in an organic array of  cedar shakes and 
shadows. The space is orange and brown in colour relating back to the skin 
and the prairie. The shell becomes almost inverted as it turns from roof  to 
ceiling. The walls scoop the guests view upward towards the pinnacle point 
and a ladder. The foyer holds coats behind a shelter of  wooden shakes. 
Looking forward, a stair case intuitively draws the guest towards an upper 
space. The winding stair opens suddenly into a luxurious but simple lofted 
lounge. The space serves functionally as a living room, entertaining space 
and a library. The dining room is also located on the second floor if  guests 
decide to join the feast. The upper floor views the prairie from a large sitting 
window. The window, like the curvature of  the eye frames land, sky and the 
sharp line of  the horizon. The setting sun delights the eyes. After a relax-
ing time in the lofted space, the guests may climb to the roof. A ladder sup

Above: Figure 44. 
Prairie House Plan and Circulation 

(www.herbgreene.org/, 2012)
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ports circulation to the roof  plane. The open sky suddenly becomes larger 
and more awe inspiring. Back to the lobby, within the hidden walls of  wood 
stands a private door towards a set of  bedrooms. The rooms are intimate 
like a nest that sways the guest to sleep. The morning sun opens up into the 
space as it points in a south-eastward direction. Views, atmosphere, texture, 
smells and shadows delight the mind while amplifying the prairie landscape.

Furthermore, the intuitive nature of  the building is ripe with certain excite-
ment. The space becomes a frame for a theatrical stage because it evokes a 
sense of  separation. It creates a setting of  unique and ambiguous time. The 
setting calls for a richer connection between architecture and the human 
senses. The light quality and materials, the smell of  wood and wind, the 
intimacy of  the spaces and the overwhelming views play with the human 
senses. The pleasant daydreaming qualities are enlivened by the dramatic or-
ganisism of  the space as well. Moving shadows and sharp details catch the 
viewer’s attention. The quality of  the architectural experience charms the au-
dience and enchantments the user. The building becomes an event in space.

 

Right Bottom: Figure 46. 
Prairie House Section 

(www.herbgreene.org/, 2012)

Right Top: Figure 45. 
Prairie House Elevation 

(www.herbgreene.org/, 2012)
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Figure 47.
Structure

Figure 48.
Massing
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Above: Figure 50.
Geometry

Left: Figure 49.
Natural Lighting
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In Summary, through an examination of  a Turkish bath, a thermal bath 
and a prairie house the intrinsic qualities of  the architecture could be put 
to a test. The Turkish bath in Istanbul stood as a testament to the tradi-
tions of  refinement and relaxation at the same time bending the Roman 
baths. The mesmerizing display of  social preoccupation and stonework 
set the old architecture apart from many other similar systems. The ther-
mal bath in Vals opens the doors for history to be translated. The archi-
tecture opened the paths for tradition and nature to be brought together 
in a recursive way. The age old mountain, the stone, the hot springs and 
the small village speak to that of  history. While contemporary design was 
used, the bounding environment built a relationship that speaks to a greater 
meaning. Lastly, a house in Oklahoma gave insight into a cohesive site con-
nection. Like the Thermal Vals the Prairie home established its mark by 
means of  site. The specificity in design aligned nature and building into a 
sharp collaboration. The building frames views, incites colours and pro-
vides excitement. The case studies collectively provide an understanding 
of  intuitive design by means of  delighting the mind through the senses. By 
an event in architecture, bathing or sleeping, resting or eating, the frame-
work is built. Ultimately, the buildings intuitively caused the un-stressing 
of  the guest. These case studies are great insight into intuitive architecture.

Commonly, the case studies followed the path of  intuition and the seven 
principles. They bore insight into a system of  design to enchant. Each pro-
vided a means to evoke a stage for the guests to participate in. They were 
never forced nor controlled but rather invited to partake in the event. By 
doing so, the guest sets the stage for their body. Through body proportion-
ing systems and measurements, the buildings shaped the environment as to 
connect body and architecture. The size of  the Prairie Chicken’s car port, 
the thermal Vals stone size or the stone table relates the human body intui-
tively to the stage. The body then allows for interpretation through intimate 
spaces. Each case study provided a space for people to separate themselves 
from other humans. By inducing memories as cues for relaxation the archi-
tecture brings the guests a sense of  daydreaming. The spaces then proved to 
have human or animal personalities. The Prairie Chicken for instance holds 
true to many comparative metaphors. Lastly, the Thermal Vals provides 
objects as a museum to connect to the senses. Contrastingly, each holds 
within themselves differing characteristics. The reason so is their site speci-
ficity. By designing through a unique site the architecture binds a deeper 
meaning into the experience, a meaning that speaks of  the greater context. 

The mountains, the city or the prairie each speak of  a separate built envi-
ronment. The mountain evokes memories of  cold air, beautiful tree lines 
and rocky crags. The architecture in response draws inspiration from the 
mountain. The walls of  the bathhouse are mountainous. The Prairie House 
is like the grass in a horizontal field. The Humble entrance to the Turkish 
bath is the humble and private experience of  the bath itself. The site defines 
much of  the design. Through translation, the site inspires the architecture.

The two bathhouses functioned similarly in design. They both provided a 
means to cleans and relax. Through water, the bathhouse invited the guest 
to purify. Varying water spaces opened a space for excitement and delight. 
For instance: through the hot and cold bath, the architecture allowed for ca-
tharsis. This phenomenon of  the body us-stresses and relaxes the guest. The 
Turkish bath allocated only a few larger spaces for bathing while the inti-
mate Thermal baths allocated bathing in small portal-like rooms. The rooms 
though ultimately functioned in providing the social and cleaning activities 
needed by the guests. The spaces then separate the two case studies. While 
the small spaces of  the Zumthor bath functions similarly, its size defines a 
differing experience. The hot bath, short and timid contrasts the Çemberlitaş 
Hamamı by its high dome shaped space. The spaces create a site specific 
experience that ultimately crafts them into an intuitive and dynamic event. 
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Historical Narrative

Historically, the bathhouse or Balneum was registered in many cultures 
around the world. Their traditions, religions and ceremonies all differ, yet 
the bath strings a common thread throughout an experiential event in ar-
chitecture. The act of  bathing provides a means to purify and cleanse the 
body or spirit and allows social interaction between friends. The greater 
purpose though was to serve by alleviating stress. Today, we have with-
in our own house a bath which serves the function of  cleansing, but we 
have lost the meaningful vista once seen imperative to society. This bath-
house brings together history, cleansing, social interaction and relaxation. 
Furthermore, architecture as an event allows the bathhouse to provide 
rest by means of  a hotel. The blend between hotel and bath fundamen-
tally proposes public interaction and catharsis by supplementing with a 
space to rest. The Lake Superior Baths are a means to relax and delight.

1000 BC
A bronze vase is lifted. Slowly it is tilted. Out pours clear and scented oil from 
an olive tree or acacia. The special liquid anoints the person. It is a tradition 
of  purification. Anointing the head of  a worshiper has been a long custom 
in the Jewish rites. The oil signifies the sign of  purity: a blessing through 
bathing. In the Torah, it is written, “The Lord spoke to Moses, saying: Next take 
choice spices: five hundred weight of  solidified myrrh, half  as much—two hundred and 
fifty—of  fragrant cinnamon, two hundred and fifty of  aromatic cane, five hundred—by 
the sanctuary weight—of  cassia, and a hin of  olive oil. Make of  this a sacred anoint-
ing oil, a compound of  ingredients expertly blended, to serve as sacred anointing oil” (A. 
Berlin, M. Brettler, M. Fishbane, 2004, p.181). The Jewish oil was a fixture 
to all ceremony and religious events. It bathed their customs of  life. The 
liquid kept clean in a jar of  clay or bronze vase, slowly leaks from end. It 
covers the sins of  past. Respectively, the oil is used for medicine as well.

Thus, the old middle-eastern bath was less about water and more about pu-
rity. While commonly today the Jewish person practices water submersion 
the tradition started with oil anointment. We can see links to Islamic practices 
in this ceremony as well. A washing before prayer, a washing before eating 
and washing before entering a room; their ritualistic washing for the sake of  
purity has certainly built their numerous baths. In many street corners and 
alleys or hotels links the person to a bath. It is a social and important practice 
of  life. The old bath and anointing was a centerpiece to a day well relaxed.

BC 70
In a large, Italian courtyard stands before us a attractive building. Tiled ele-
gantly with colourful glass and terracotta, the exterior appears as a sea crea-
ture. Entering, we find ourselves under an extraordinarily large dome. The 
echoing character of  the space sounds attractive to the ear. We listen closely 
and hear the slapping of  water against a blue and tile-walled space. We pass 
by the attendant and continue to the first room: the tepidarium (C. Harris, 
1977, p.53). It is precipitatingly warm. We start to sweat as we exercise. The 
sweating increases blood flow and detoxification. We wrestle a bit more and 
then sit for a cleansing of  the exterior. After an oil-down and hair removal, 
we enter the next space. The caldarium is large and dome covered. The cen-
tral hot bath holds many people within its basin. We submerge the water and 
our body feels violently pure. We sit for sometime in the boiling heat. Final-
ly we leave for the next space. The final bath—the frigidarium—is fringed (B. 
Fletcher, 1938, p.169). As we enter we feel our muscles tense and our mind 
go blank. The cold water sharply straitens our body. Finally inundating the 
water, we feel delighted, relaxed and at home. The space, as Vitruvius wrote 
in Book Five, was the greatest of  all spaces. It served to delight the Roman 
(Vitruvius, 1914, p.157). The final bath in the Roman process is a cathartic 
release. Additionally, we find this event take place in the Islamic baths, Japa-
nese mountain springs and the Finnish saunas. The Lake Superior water like 
the frigidarium is the final result of  the bathhouse. The cold water seems 
to demand someone enter its chilly domain. The reward after the tran-
sient shocking experience is catharsis: the perfect rest for the tired Roman.

Previous Page: Figure 51.
A Roman Ruin: Rome, IT
(Jeremiah I. Johnson , 2012)

Right: Figure 53.
Roman Bath Plan
(B. Fletcher, 1938, p.169)

Left: Figure 52.
Tepidarium
(B. Fletcher, 1938, p.169)



110 111

Thus, as Nova explained in their episode, Secrets of  Lost Empires: Ro-
man Bath, “To be a Roman was to use a bath” (L. Agguire, 2000). The roman 
tradition of  bathing, like the Greek’s, propelled their civilization to a social 
and political peak. The Baths became a place to discuss. After the hard 
day at work, the local Roman would travel to his bath and relax in serenity 
or social debate. The bathing activity also cleansed the pours and allowed 
the body to exfoliate the skin. This was paradise. The experience was well 
received and charmed the body and mind. It was a place to escape or to 
evoke. As Vitruvius also wrote, the bathhouse fulfilled his three laws, firmi-
tas, utilitas and venstas—firmness, commodity and delight (Vitruvius, 1914, 
p.5). The truly wonderful was the Roman bath at its height of  existence.

650 AD
Misogi, the Japanese ceremonial rite of  purification is done through cold 
water ablution. The worshipper exercises by running. Then he prays and 
breaths deeply. He stands. Suddenly he starts to rub his hands against his 
chest. With a careful step and a deep grown, he enters the waterfall. The 
act of  submerging the body in cold water is clearly an act of  purification 
(J. Herbert, 1967). It joins body, spirit and village. The Japanese Shinto rite 
lasts but a few hours; enough to make one yearn with greater understanding.

The Japanese ceremony and practice of  coldwater ablution has a direct rela-
tionship with the bathhouse. Like the Roman Frigidarium, the water numbs 
the body. While there was time when abodes had not baths, there was a pub-
lic tradition of  the bathhouse. As Jean Herbert, Shinto researcher, states, 

“Taken by itself, stricto sensu, misogi is ‘a practice of  removing sin and pollution from 
body and mind by the use of  water…a purification performed by a river or sea’. Its es-
sential element is therefore the cold bath. It is an ‘intransitive purification’” (J. Herbert, 
1967, p.60). 

Religiously, this activity was perpetuated to further cleanse the follower. 
The ritual of  Misogi unites the land, body and water into a relationship. 

Furthermore, Lake Superior is a relatively similar experience. The chill-
ing blue water can be a great experience after the hot day of  work or 
after a ceremonial event. Like the Japanese cold water ablution or the 
Roman Frigidarium, submerging our body into the lake has great ef-
fect on our attitude. The event is first numbing then relaxing. A bath-

house serves as a medium for this event. Finally, as Herbert explains, 
the Japanese ceremony was always held at unique locations: rivers, 
streams, waterfalls or seas (J. Herbert, 1967, p.60-61). The unique loca-
tion builds upon the greater experience and ceremonial aspect of  ablution. 

12 AD
Steam rising remotely out of  some small chimney or cavity in a wall causes 
the cold air to become opaque. The steam becomes a cloud of  warmth ra-
diating an intriguing characteristic. The door is opened from a small wood 
hut and steam pours out. The wood hut, buried in a few feet of  snow, 
causes the building to emanate a change in atmosphere. A Finnish sauna 
is an event in architecture. A simple tradition of  cleanliness has become 
over time a ceremony of  social interaction and a ritual of  purity. Long has 
been the tradition and sharply have been its rewards. The results are that of  
relaxation, cheerfulness and detoxification. The Finnish sauna was a grand 
design of  the Northern cold cultures; not unlike that of  Lake Superior. For 
more than a thousand years have the Finnish people practice the Sauna. Rob 
Roy, a Sauna designer and author states, “How long? A thousand years without 
question, for there are written accounts that describe a sauna not unlike the modern Finn-
ish version. But many Finns claim a two-thousand-year association, and I certainly have 
little reason or inclination to doubt them” (R. Roy, 2004, p.6). This practice has 
been used both as a social choreography and purification for many years.

Additionally, the Japanese sauna has found great solace in clarifying its 
distinctive nature as well. Unlike the Finnish sauna, the Japanese attach 
their sweat lodges to other bathhouses. They are for the final cleans-
ing and drying of  oneself. Subsequently, the Japanese view the sauna 
as a healthful treat for preventing and curing disease. The Therapeu-
tic sauna treats chronic fatigue syndrome (Masuda A, Munemoto T, Tei 
C, 2007, p.1093-1098) and reduces urinary 8-epi-prostaglandin (Ma-
suda A, Miyata M, Kihara T, Minagoe S, Tei C, 2004, 297-303). For 
this sole reason, the sauna has been used throughout years of  history. 
The rewards of  such a place make the sauna a wonder to any society.

Hence, the bath on Lake Superior can foster such healthful and social bet-
terments. Finland and Japan have similar landscapes and climates as the 
North Shore which allows easy interpretation of  the age old traditions. 
The benefits are certainly worth the venture, and the addition to the 
baths delights the guest’s social communication. The space then, serves 
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as a meaningful experience. Furthermore, the sauna in history was seen 
as a daily, religious and sacred event. While the Lake Superior bath speaks 
little to religious affiliation, the history has rooted deeper and more mean-
ingful connotations that alter the greater experience. As Roy explains, 

“Historically, the sauna was multifunctional. Besides hosting the weekly (usually Sat-
urday) family bath, the building served many other purposes; smoking and curing meat, 
doing laundry, drying thatch, malting barely, breaking flax, and drying fishnets, to name 
just a few. Massage and bloodletting took place there. In olden times a bride and bride-
groom took a sauna together before going to the altar. (One wonders if  many minds were 
changed by this custom.) The sick were sometimes nursed to health in the sauna, and the 
dead washed and made ready for burial” (R. Roy, 2004, p.9-10).

1608 AD
A group of  explores, led by Etienne Brule, stand above a precipice known 
as Lake Superior. The cold blue waters appear as a vast ocean. The lake 
was magnificent. They have been traveling for many days in search of  a 
great land, mapping every integral landform. Sieur DuLuth and his men 
begin mapping the watersheds of  the Midwest. They are enticed by the 
varying land. Upon their travels, Lake Superior was certainly a highlight. 
The beautiful rock ledges, enchanting trees and governing, cold water 
spoke of  prominence and power. The land became known for its wil-
derness and beauty. Paintings by the romantics depict a clean and po-
etic experience. There were full forests, spirited animals and erect cliffs. 
The land was wealthy. Settlements began to emerge around this time. 
“Pierre de La Verendrye and his sons built Fort St. Pierre at Rainy Lake on the 
portage in 1732” (Minnesota Historical Society, 1997). They continued 
traveling, ultimately discovering the Head of  the lakes: today’s Duluth.

As men started to travel north, they uncovered Iron Ore deposits around Bea-
ver Bay. A group of  men slowly civilized the area. Suddenly the land became 
a great cultivator of  iron. It was a magnificent investment. Time passed and 
the land was beat, but Lake Superior always dwelled. It was the great equal-
izer. In the mid 1900’s a civilization of  people grew. They developed much 
across the ripe framework that Lake Superior offered. They sought freedom 
and they achieved it. Lake Superior became a meeting ground for the public. 
It was a tourist site, a national jewel, a place for workers and sacred water.

Penultimately, Lake Superior has from all time called for a bath house. 
The bathhouse, as a public meeting space, invites weary, weak and tired 
people to enjoy the delights of  water. Travelers and adventures need 
cleansing, the public needs social interaction and Lake Superior needs 
a bath that ceremonially embraces the sacred lake. As the bather enters 
the lake, the cold waters tense the muscles. Suddenly, the body becomes 
numb. This event is linked with a ritual of  purification. It is a process 
of  cleansing. Consequently, it is an act of  cathartic release. Historically, 
the act of  purifying oneself  has been a ritual of  the land. Through re-
ligion, society and nature, the bathhouse on Lake Superior feels as 
though it has been there since the discovery of  the Lake. People need 
a space to delight the senses through hot and cold water and steam.

Climactically, Palisade Head at milepost Fifty Seven stands aloof  above 
the great lake. Fifty miles from Duluth is a short trip worth taking for 
the local or a great trip for the distant. It is a location of  enchantment. 
The colossal sized cliff  draws people from every path of  life to view the 
spectacular. The three hundred foot crag clashes with the cold, vast and 
blue waters below. The event between water and land are synonymous 
with this act of  bathing. As a site for architecture on Lake Superior, there 
is no better example of  purifying qualities. The unique, the sacred and 
the social are directly connected with Lake Superior and the bathhouse.

Present Day
The Lake Superior baths collectively invite the audience to enjoy the 
warmth of  steam in the bitter cold of  winter or the cool touch of  wa-
ter in the scorching summer. The elegant beauty of  the vast lake brings 
lovely views of  crashing waves and potent rock faces. The event is that 
of  rest and delight. The experience brings together the public in a so-
cial framework able to please the particular. The baths therefore be-
come a medium to socialize, cleanse and rest. Consequently, how bet-
ter to rest than with an experientially inviting Hotel. A boutique Hotel 
may serve as a common definition to the sleeping quarters, but ulti-
mately the space is for a lovely and more meaningful resting space.

Historically, Hotels, Inns, Bed and Breakfasts or the plethora of  other 
lodging accommodations presented a space to sleep. From tiny one room 
attics to Five-star pent rooms, the sleeping space has served its function 
eternally. The word Hotel etymologically in English is derived from the 
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word hôtel in French—translating to a house that serves trans-fixed people 
or people that are temporary; also an Inn (A. Spiers, 1938, p.312). We as 
human beings need a place to sleep and recharge our metaphorical bat-
teries. Our health depends on our digestion of  quality sleep. Once more, 
our senses effectively provide us with good or bad sleep. The more noise, 
the lighter the space, the harder the bed or retched odors will cause an 
exasperatingly sleepless night. Thus, the bathhouse coupled with a ho-
tel acts as a meeting ground between the sleeper and the experiential: a 
space to provide more than just a good nights rest—a place to get away.

Thus, the Lake Superior hotel and bath act as a relaxing, cathartic and ex-
periential space. The historical accounts of  religious and traditional activi-
ties express the human interest in the bath. Lake Superior with its grow-
ing yet innocent character lends the lake as a particular and purposeful 
site. The program and inviting architecture becomes a keystone to the 
lake: as if  it was already there. Lake Superior beckons for a public bath-
house and a place to sleep while experiencing an evocation of  the senses.
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Goals for Intuitive Design

Intuitive Design is an implement of  architecture that focuses our senses 
into a meaningful experience. The purpose is to delight the body, please 
the mind and create healthy spaces. This is done through the senses, habits 
and memories that humans carry with them. The shaping of  architecture 
to be poetic and meaningful will bring our modern age of  technology into 
a greater age of  happiness and purpose. While no global utopia is expected 
to rise from such an ideology, the architecture hopes to evoke a pleasurable 
experience for the guest. This allows the user to break away from their daily 
routine.

Academia
In a pursuit for greater meaning, architecture in the theoretical academic 
sense strives to alter the course of  the future. Academics is a study of  the 
ideal and theoretical. It is a place for one to bend and alter the current 
course of  history. But, I see a number of  my peers following trends and 
pursuing current styles. They do not ask questions concerning the meta-
physical or the poetic. They forget the senses. They look simply for the 
visual extraordinary or an exterior identity. Flying wings and crooked towers 
are the architecture of  the day. Should this be the true nature of  theoretical 
architecture or architecture in the real? Should we not search for something 
more meaningful than skimming the blatant surface? Humbly, I see a grow-
ing trend of  technology solving and designing for my fellow colleagues. 
They buy into systems, for the computer deceitfully make designing easier. 
They forget what the computer can not design but rather makes sculptures 
out of  their buildings. While technology is neither awful nor wrong, we 
can loose touch with architecture that is meaningful and purposeful. Intui-
tive architecture’s academic goal stems not to damn nor ultimately criticize 
designers or structures but rather wagers the metaphysical reality of  life. It 
identifies with health concerns, purpose and beauty today. The goal is then 
to help identify healthier behaviors to design meaningfully and sensitively; 
to help myself  and my peers understand the true nature of  our built envi-
ronment.

Professional
The real environment pursues to design architecture for the surrounding 
world—a world that maybe neither participates in nor tries to understand 
a greater meaning in our built environment. It is a place for money, ef-

ficiency and sometimes blindness. The world has become a less healthy 
environment for the body and mind, while doctors push to make our lives 
longer. A long life though, is no more helpful when stress and monotony 
are at the reigns. Intuitive architecture means to propel our built future into 
a meaningful existence. By inviting the guest to partake in the architecture 
as an event, their senses will delight their body and mind. This cliché goal 
seems ever-present in our political world, but little is done to change the 
behaviors of  society. Since modernly we try and persuade or force a change, 
behaviors never become a habit. Intuitive design strives to build behavior 
through health and delight by means of  invitation. This proposes a better 
way to make society happy. We are constantly surrounded by architecture, 
so why not attempt to make this staple of  society great. The profession as a 
whole needs greater purpose to live up to standards in the modern society. 
If  we continue to follow our current path, an unknown future will result; 
one that may be technologically advanced but produces machined people.

Personal
My great appreciation for the hand-built has effectively evoked a desire in 
the intuitive. I watch the market today leave behind and throw away draw-
ing, model making and daidala in a mocking manner. The computer has 
replaced our body. It solves issues we once could do in our mind. But I 
foresee a light in the future of  architecture that yearns once more for the 
intuitive and purposeful. Art and design is an anchor for my life, that which 
drives me. Music composition enchants my ears, painting charms my eyes 
and poetry captivates my heart; why can not architecture delight my senses? 
This is the greatest of  meaning; architecture has the ability to make human-
ity happier and more loving. Let us then strive to make our built environ-
ment great. Let us not design warehouses for our lives. For architecture is 
the love of  Art and the love for humankind.
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Steam Baths
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The baths are an ancient typology of  
architecture that delighted human-
ity. It was almost sacred--a daily rit-
ual of  catharsis. But a hot bath still 
feels wonderful to us presently. The 
Greeks had a name for this idea “bal-
neotherapy” which is also therapeutic.

Today we have little need for all homes 
come with a bath. Therefore, the Steam 
Baths become a perfect platform to 
test the seven principle through, to ul-
timately delight the guests at Lake Su-
perior.  Because most own a bath, the 
bathhouse become something special.

Lake Superior has always yearned for 
a bath like a mother for her child. The 
Steam Baths will be carved from within 
the earth as if  they had always existed 
with in--like a sculpture in a block of  marble.

Why a bathhouse?

Previous Page: Figure 54.
Site: Minnesota, USA
(Jeremiah I. Johnson , 2012)
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The Site Narrative

Parting from the bustle of  Duluth or an airport in Japan or a harbour 
from Michigan we start our travels towards something supreme: Lake 
Superior and the mount Palisade Head. Snaking through the lovely ev-
ergreen forest on Highway 61, nature surrounds our vehicle. The pre-
vailing trees enclose the road leaving little vision aside from our imagi-
nation. The sun peaks over the tree line casting a deep shadow of  
time. The trees then become silhouettes of  people. The forest is calm.

Suddenly, the forest opens to reveal a blue and magnificent vast ocean. 
The sharp water seems to float off  into a horizon of  fog. The wind car-
ries the scent of  water across our nose delighting our senses. Tall cliffs 
loom over the water as if  stepping through the waves. The cliffs play 
games by dropping large pebbles into the placid water below. The sun—
once hidden by the trees—now opens the vast water into a bright sap-
phire or gem. The water is magnificent, cold and poignant. The sensitivity 
of  our surroundings pleases our body and mind. We become awakened.

Continuing, an enormous mount rises from the immediate forest. The 
shadow casts upon the northern road leading to the summit. Upon the 
top stands an old radio tower barely visible in the transient fog. The mount 
draws closer and exposes a small valley held between. We park atop the 
small grassy hill. Stepping out of  the car we hear vehicles drive by oc-
casionally. The sound is loud but quick. There are electrical lines travel-
ing the roadway and plumbing allotments hide against hill. The utilities 
stop intermittently along the way proposing power to the future inhabit-
ant. Looking, the landscape on the right is filled with evergreen and now 
maple trees. The trees stand thirty to fifty feet all alongside the rolling 
site. A few birds chirp in the trees relieving the mysterious the site evokes. 
The violent sound of  crashing waves can be heard delicately from amidst 
the top of  the cliff-side. On our left stands the great mount and all its 
glory. Imbued with trees and rock, it shelters the site from the northern 
cool wind. The trees barely sway. The cliff  face is rounded as it reaches 
the top. Small hills sit in front of  the mount communicating their fam-
ily nature. A few more car drive by as we stand on top of  the short hill.

In front, we look down and see a field full of  natural grass. It sways 
gently in the mild wind. The space is large enough to hold a complex 

structure yet intimate enough to become personal. The grass covers the 
open space but stops abruptly at the trees bounding the forest edge. In 
front of  the forest creeps a rich and deep stream. The sound of  moving 
water evokes a sense of  calmness and tranquility. The gentle space con-
nects the land to the lake. Walking down the hill on a gentle path we start to 
enter the grass. A few cars drive by but the noise has diminished in heavi-
ness. The hill becomes a natural sound dampener. Turning, we look back 
to the see the road. The other side rises smoothly into a forested mound. 
A few houses sit within the mountain resolving into nature. The rhyth-
mic movements of  the tree tops converge the sky into a foggy horizon. 

Landing, we find ourselves in an open space. Few trees stand above giving 
little cover. The space is a timeless prairie contrasted with the increasingly 
present sounds of  waves. As we head towards the Lake we enter a small grove 
of  trees. The immediate sounds of  cars are silent. The hill, grass and trees 
cancel the sound of  loud machines. Heading closer and closer to the lake 
we get a glimpse through the trees of  the giant mount. It breaks out of  the 
water as a colossal giant stepping through the crashing waves. A small path 
through the trees leads us down upon the shoreline. The black stones and 
sand-covered beach is a space separate from the present world. It is a world 
of  serenity; a place to rest. Palisade head on our left rises out of  the water fi-
nally bearing its rocky face. A small peninsula on the right bounds the shore 
in an attempt for quietness. No car can be heard. No person is present. It is 
a place to certainly remove ones self. The smells of  grass, water and fresh 
air are ever present and pleasurable. The feel of  the cold water bites the 
hand and the smooth rock sooths the skin of  the foot. Wagering between 
Lake Superior and Palisade head evokes satisfaction through the senses.

Furthermore, the golden yellowing of  maple trees need the waters edge 
and the sharp green of  the evergreens sway in the warm wind of  the lakes 
air current. Due to the rock surface on the mount, sun heats and cools the 
rising mild wind. The air refreshes the face and spirit. Looking at our feet 
we notice little soil. The majority of  the site is layered with Basaltic lava 
rock. The Minnesota Department of  Natural Resources explains, “Spec-
tacular examples of  these lava flows are Palisade Head and Shovel Point. 
These are made of  rhyolite, a light-colored volcanic rock that contrasts 
with the more common, dark basalt along the rest of  the shore” (Min-
nesota Department of  Natural Resources, 2012). The little soil sits with 
the trees and grassland behind the shoreline. According to the Minnesota
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Figure 55. 
Silver Bay Average Temperature 
(http://www.weather.com/, 2012)
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The climate at Silver Bay are certainly 
harsh year round. With temperatures 
going from negative 20ºf to 100ºf during 
some years, the environment is variable. 
Taking this into account while design-
ing is crucial to an effective Steam Bath.

The Lake though allows for more flex-
ibility with a dependable yearly water 
temperature.
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Jan feb mar apr may Jun jul Aug Sep Oct Nov Dec
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Figure 57. 
Silver Bay Average Precipitation 
(http://www.climbingweather.com/, 2012)

Figure 56. 
Silver Bay Relative Humidity 
(http://weatherspark.com/, 2012)
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The changing climate affects piping, 
ventilation output and lighting lev-
els within the building. Using a system 
that intuitively connects the entirety of  
the building together will solve many 
issues that arise because of  heating 
costs, electrical outages or enjoyment.
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 DNA, soils types at the site are thus, “The next largest soil group is the 
Ontonagon-Bergland Association/Hibbing clays. The general survey calls 
these clay souls Ontonagon-Bergland while the detailed survey lists them 
as Hibbing. The Ontonagan souls are nearly level to gently sloping with 
reddish brown clay subsoils are slightly depressional and wet. They also 
have reddish brown clay subsoils and calcareous strata. The Ontonagon-
Bergland souls can be found along Palisade Creek and along Portions of  
the Baptism River” and “A fourth soul type is the Duluth-Dusler asso-
ciation. This association is found primarily in the northeast side of  the 
park, in the vicinity of  the intersection of  the Baptism River and Highway 
61. The Duluth soils are gently sloping and rolling, consisting of  reddish-
brown loam or clay loam subsoils. The Dusler soils are slightly depression-
al, wet and have brown loam or clay loam subsoils (MnDNR, 1997, p.39). 

Listening, we hear again the peep of  a bird. With forty species of  mammals 
and one hundred and forty species of  birds—including hawks, kinglets and 
warblers—the site involves a healthy ecosystem (MnDNR, 2012). The eco-
logical site brings keen interest in the involvement of  evoking the sense 
of  the natural and healthy. The vegetation on site brings out vast summer 
colours and yellowing fall colours. The Strawberry, Canada Violet and Wild 
Sarsaparilla are but a few flowers seen is summertime. Birch, Maple and ev-
ergreens cling to the side of  the cliff  face and break the site from the road 
(Minnesota Department of  Natural Resources, 2012). Near by, the tree line 
and stream reveal a slightly eroding ditch but little trouble is caused by the 
natural landslide. There are also naturally falling trees, which does not sug-
gest tree disease. There seems to be an ever present natural feel to the space 
but it contrasts civilization through the highway. Overall, the poetic and 
evocative nature of  the site is particular to the beauty of  a public bath and 
private hotel. The site allows for a greater experience to ultimately take place. 

Figure 59. 
Silver Bay Percent of  Wind Direction
(http://weatherspark.com/, 2012)
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Figure 58. 
Silver Bay Mean and Max Wind Speed
(http://weatherspark.com/, 2012)
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Figure 60. 
Silver Bay Average Cloud Cover 
(http://weatherspark.com/, 2012)
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Figure 61. 
Silver Bay Sunlight Hours 
(http://weatherspark.com/, 2012)
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The sun light at the site tends to be 
bright and shiny because of  the lake ef-
fect but natural lighting will not work 
over the course of  the entire day. Light-
wells supply daylight into the space but 
electrical lighting will be needed during 
nights and the occasional foggy day.
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Figure 62. 
Silver Bay Sun Path Diagram
(http://www.gaisma.com/, 2012)
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Figure 63. 
Palisade Head Shading and Vegetation Topographic
(http://www.topoquest.com/, 2012)

The sunlight changes drastically over 
the course of  the year. Sun during the 
summer months hits directly over the 
building and even to the north of  the 
structure. Using the natural foliage from 
the forest surrounding the site will stop 
unwanted direct light during the sum-
mer and opens up during the winter.

Site

HW 61

Lake Superior

N̂
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Figure 64. 
Palisade Head Noise Range and Soil Topographic
(http://www.topoquest.com/, 2012)

Figure 65. 
Palisade Head Heat and Wind Currents Topography
(http://www.topoquest.com/, 2012)

10ft Slope
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Noise reduction is important for any 
strong architectural design. Due to 
the highway approaching the site so 
closely, noise elimination is a large 
factor in the Steam Bath planning.

Wind can be appropriately har-
nessed to allow cooling in the hot 
summer months and give great-
er ventilation to moist Bath air.
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Figure 66. 
Palisade Head Soil Types and Slopes Topographic
(http://www.topoquest.com/, 2012)
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Utilities

The local rock and soil on the site is 
great for structural stability. Bedrock 
lays just ten feet beneath the top soil 
allowing easy access to structural foun-
dation stability. The cliffside on the 
other hand must be accounted for with 
reinforcing walking paths and founda-
tion supports so no accidents occur.
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Figure 67. 
Site Photo Grid
(Jeremiah I. Johnson , 2012)

Figure 68. 
Site for Purchase: Mn
(Jeremiah I. Johnson , 2012)
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Figure 69. 
Steam Baths Section
(Jeremiah I. Johnson , 2013)
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Figure 70. 
Steam Baths Systems
(Jeremiah I. Johnson , 2013)
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Figure 71. 
Steam Baths Structure
(Jeremiah I. Johnson , 2013)
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Figure 72. 
Steam Baths Axonometric
(Jeremiah I. Johnson , 2013)
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Figure 73. 
Steam Baths Open Pool
(Jeremiah I. Johnson , 2013)
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Left: Figure 74. 
Space Relations Matrix

Above: Figure 75. 
The Low Baths
(Jeremiah I. Johnson , 2013)
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Above: Figure 76. 
Space Relations Net Conceptualization
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The  Steam Bath’s entrance dips beneath 
the earth like the act of  bathing. The un-
derground parking  baths the guests with 
light through the direct lightwells above. 

The noise from highway 61 is impeded 
by the curb-hill, low vegetation,  tall 
trees, earthen-roof  and lightwells. The 
site becomes quiet and calm. Only the 
sounds of  lapping water and laughing 
guests are  heard from the site.
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Above: Figure 77. 
Floor Plan and Oven Stove Placement

To heat the structure the medieval 
kachelöfen is used. An intuitive system 
harnessing wood for a fuel source. Af-
ter an hour of  burning a log the oven 
is shut-off  but will continue to heat the 
room for another twelve hours because 
of  its channelled chimney. The oven is 
very efficient, using one log per year 
(6m3).

The intuitive system uses radiant heating 
which warms the surrounding timbrel 
vaults rather than air. So, venting does 
not remove heat but rather only stale air 
within. The Steam Baths essentially be-
come a giant oven stove.
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The entire structure sits underground 
aside from the hotel and courtyards. To 
support the Earthen-roof  and sculpture 
garden, a super structure must be imple-
mented: the timbrel vault.

The medieval vaulting carves cavities 
out of  the earth and supports it with 
a ply-tile surface. The strength of  the 
structure comes from the self  support-
ing tile and mortared walls. It is extraor-
dinarily fierce.

A few of  the greatest architects have 
used timbrel vaulting with much success: 
Antoni Gaudi, Eladio Dieste and Rafael 
Guastavino.

Above: Figure 78. 
Steam Bath Technicals
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The Steam Baths are a delight to expe-
rience and are technically and sensu-
ally intuitive. Each space is designed 
particularly and practically to fully di-
gest the guest into the dramatic play. 
The collective project integrates po-
etics, aesthetics and functionality 
into an atmospheric theatrical stage.

Above: Figure 79. 
Steam Bath Systems
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To gain a greater understanding of  
the design a model was built to open 
at each spacial interval. The mod-
el was crafted from Drywall Com-
pound, Plywood, Redwood, Steel 
Wool, Brass Hinges and Corn-plastic.

Figure 80. 
Steam Baths Model Photos 1-12
(Jeremiah I. Johnson , 2013)
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Figure 81. 
Steam Baths Artefacts 1-4
(Jeremiah I. Johnson , 2013)
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The daidala attempts to identify ar-
chitecture in a non-representational 
way. Through sculpture and physi-
cal and sensory experience, we gain 
a new sight into the future design.

Figure 82. 
Daidala
(Jeremiah I. Johnson , 2013)
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Smokers Buttress & Curved GlassKitchen Chimneys

Sky Light Timbrel VaultLightwell

Piping and Foundation Arched DoorwayStaircase

Parking Hotel RoomRestaurant Entrance

Bathing Pool CourtyardLow Bath

Cold Bath ADA Transfer WallSteam Baths

Figure 83. 
Design Vignettes
(Jeremiah I. Johnson , 2013)
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The long hallway runs the entirety of  
the building from hotel to baths always 
downward towards the baths.

Figure 84. 
Hallway Vignette
(Jeremiah I. Johnson , 2013)
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Figure 85. 
Steam Baths Low Pool
(Jeremiah I. Johnson , 2013)
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Appendix

Aguirre, Lauren. (2000, February 22). Secrets of  Lost Empires: Roman Bath 
 [DVD]. Available from http://www.pbs.org/wgbh/nova/

Cuddy, Amy. (2012, June). Amy Cuddy: Your body language shapes who you are  
 [Video file]. Retrieved from http://www.ted.com/talksamy_cud
 dy_your_body_language_shapes_who_you_are.html

Treasure, Julian. (2012, September). Julian Treasure: Why Architects Need To 
 Use Their Ears [Video file]. Retrieved from http://www.ted.com/
 talks/julian_treasure_why_architects_need_to_use_their_ears.
 html
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Studio Experience

2nd Fall 2009 -- Spring 2010 
Tea House: Fargo, ND City Park        Heather Fischer
Boat House: Minneapolis, MN Riverfront      Heather Fischer
-- 
A House for Twins: Fargo, ND Suburb   Stephen Wischer
International Airport: Fargo, ND City   Stephen Wischer
Analog: Archeological Toolset   Stephen Wischer

3rd Fall 2010 -- Spring 2011
Mobile Home: Flagstaff, Az Desert       Milton Yergens
Lutheir Center: Sonoma, Ca Downtown        Milton Yergens
Masonic Guild Hall: Buckingham, Vi Countryside Milton Yergens
--
Children’s Museum: Moorhead, Mn Riverfront  Steve Martins
Dinosaur Museum: Marmarth, ND  Desert                       Steve Martins

4th Fall 2011 -- Spring 2012
Reuse Design: Toy&Box   David Crutchfield
Mixed-Use Highrise: San Francisco, Ca Downtown   David Crutchfield
--
City Redevelopment: Lille, France Suburb   Paul Gleye
Sq. Foch Redevelopment: Lille, France Downtown  Paul Gleye

5th Fall 2012 -- Spring 2013
Christ the King Chapel: Agincourt, Ia Downtown        Ronald Ramsay
Shinto Shrine: Houghton, Mi Forest   Ronald Ramsay
--
Steam Baths: Silver Bay, Mn Cliffside        Mark Barnhouse
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name:  Jeremiah Isaiah Johnson
address:  3606 Rhode Island Avenue South, 
  Saint Louis Park Mn 55426
phone:  9529319125
email:   jeremiah.isaiah.johnson@gmail.com
hometown:  Saint Louis Park, Minnesota

“The Better does the doer’s thing,
 than the Latent at their chair.”

jeremiah i. johnson


