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The museum

My master thesis will focus on how to
create a museum with an architecture
that is experienced with the senses. The
museum will house the sculptures of the
artist Ilhan Koman and the location for
the museum is on Drottningholm, Stock-
holm. The project will be made in the
studio Building and Tectonics through
research by design.

Sensibility, tension and presence are
three aspects | think are important for
generating a multi-sensory experience
of architecture, an atmosphere and are
words | want to explore within the field
of architecture.
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Research question - Master thesis

How can architectural qualities help
create an atmosphere and an experience
for the senses

How can my museum, its situation and its
objects create an architectural experience

together



Ilhan Koman working with an iron sculpture in Drottningholm, around 1960

An investigation of the sculptures’
relation to space and atmosphere.

Through this exploration | will investigate
the relation between the sculptures and
space and atmosphere. It will end up
with a catalogue for me to use as a tool
when starting to work with the museum,
a pre-study and inventory

The aim with this investigation is to focus
only on the sculptures and their relation
to space with its many aspects. My am-
bition has been to try to separate it from
associations with the actual museum.
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What is atmosphere

Zumthor explains the atmosphere in a
concist and pertinent way. (Zumthor, P.
2006) He divides the aspects that create
atmosphere into nine chapters which
each are thoroughly explained. Some
of them are more abstract then others
but even the most abstract aspects are
very easy to recognize and sympathize
with. For example the sound of people
around you, talking but not to you,

the sound of activity in a public space
that does not concern you but still are
recognisable for you. That is a situation
all can relate to, yet it is harder to define
what gives the feeling of the space, is it
the life and activity or is it the buildings
around you or the bench you are sitting
on.



Atmosphere according to Peter
Zumthor:

The body of architecture

Material compatibility

The sound of a space

The temperature of the space
Surrounding objects

Tension between interior and exterior
Levels of intimacy

The light of things

Floating roof, Dobrava, Slovenia. Architect: Oton Jugovec




The Condestables House. Architects: Tabuenca & Leache

The experience of architecture
through your senses.

Pallasmaa writes about the focused and
unfocused vision. (The eyes of the skin.
2005) How the things you unconsciously
perceive can have a bigger impact on
the overall impression than the things in
focus. He argues that architecture today
is so occupied with pleasing the focused
vision that the aspects perceived in the
periphery get lost. That what we sense
through our peripheral perception
makes us part of the situation instead of
only observers. Further on he talks about
how the architecture is more then what
an image can give us. That visual images
isolates architecture and exclude other
sensory aspects.

In order to reach other senses than

only the visual, this exploration uses
analog methods and physical models.
Even though itis on a different scale the
experience of the material and relation
between different parts in the object is
more present when you can feel, touch
and come close to it in reality.
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Architecture that trigger our senses

The experience of architecture is some-
thing that happens between you and
what you perceive. What defines it can
be small or big, it can be abstract or
more concrete. For someone the im-
pression of a space can be defined by
the warm temperature and humidity in
the air while for another one can be the
feeling on the fingertips when touching
the surface of the wall that sticks to their
mind. The way architecture is experi-
enced partly through our associations
and memories makes it personal and
mystical and unpredictable you could
say. But what we can predict is how to
make architecture that can trigger our
senses. Pallasmaa compares architecture
with the cinema, how a world is created
by fragments of a context in the movie
together with the imagination and per-
sonal associations among the audience.



“The way spaces feel, the sound and
smell of these places,

has equal weight to the way things
look.”

(The eyes of the skin. Juhani Pallasmaa.
2005)

Old stone building on shipyard in Beyoglu, Istanbul

g



The location

1IN

The building

The sculptures

The situation

The place, the building, its objects and
the architectural values/aims

Together they create the starting point
for the project.
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The sculptures’ relation to space
and atmosphere

Light Contrast
Touch Scale
Weight Light
Emotion Expression
Smell Movement
Material Sound
Position Texture
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Iron sculpture

Calm

Balance

Mature

Weathered (sv: vittrad)
Lonely

“An old wise person” or
"a surprised abandoned person”
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Pi

Balance
Softness
Tension
Fragility
Organic
Weightless
Precise

29
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Physical models representing the iron sculptures, scale 1:20
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The iron sculpture

These sculptures Ilhan Koman made
during his Iron-period, the sculptures
from this 10 year period were a lot about
bending and forcing the hard and rough
material into something soft, without
losing the hard character of the material.

The contrast from the light is important,
as well as the shadows that help get a
sense of the volume. The light exposes
the shape and volume and invites the
viewer to come closer to experience it
from another scale.
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Physical models of the Dervish in cardboard, scale 1:20
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The Dervish

The Dervish (the wandering man) is a
sculpture made in wood. It is important
to show the vibrance, the movement in
the sculpture, and the softness in the
bent material at the same time as it is
thin, elegant and fragile.

The pictures to the right shows the
sculpture in different light settings. The
walking man needs space around it to
move and a soft light to show the wood.
I think the shadows could help highlight
the movement and the association with
a dancing dervish but it is not the main
focus.
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Physical models of Pi, scale 1:2
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Pi

To the right shows parts of the sculpture
series "Pi " with the effect of the contrast
in the background not achieved by light
but by the colour of the surface it is
placed on.

The background helps display the lines
of the sculptures, but with a too dark
background the shadows that give sense
of the volume disappears in it.
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Iterations #2

Diagrams and drawings

Elvira Koman - The sculptures relation to e and atmosphere
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Sections showing light openings
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1.

Even light
Neutral light
Light from above
Big space

High cieling

Free composition

3.

Back light

Long shadows
Big space

High cieling

Free composition

5.

Daylight from both
directions

Indirect and direct light
High cieling

7.

Daylight and artificial light
combined

Light differences in space
Indirect light

High cieling

Divided space
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2.
Even light
Neutral light

Light from above
Free composition

4.

Back light

Long shadows
Free composition

6.

Daylight from both
directions

Indirect and direct light

8.

Daylight and artificial light
combined

Light differences in space
Indirect light

Divided space



Position

How the sculptures are placed in the
space is part of what defines it, it creates
movement patterns for the visitor but
also it defines from where the sculptures
can be viewed. The shape and size of the
room is also an aspect which affects how

you approach the sculpture.

Should it be a space where you arrive
and can move among the sculptures or
where you pass through experiencing
the sculptures from the side is a question
to ask for each object.

Plan of room and objects
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The light

The light is an essential part in how to
orient and lead the movement. It can
also be used to make the space be
about the sculptures not only by poin-
ting the spotlight to the object but by
creating the atmosphere for the sculptu-
re. The light combined with the place-
ment of the sculptures has the opportu-
nity to define how the sculptures should
be experienced, it is about contrast and
silhouette, the surface of the sculpture,
the scale of it and its position, the many
aspects of the characters in the sculp-
tures can be supported by the space
around it and articulated by the light.
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The openings

The openings also define the movement
and can help lead the way for the visitor
when moving around the objects.

The diagrams show what happens when
adding an opening, the arrow indicates
it as a way to move from A to B but you
could also take away the arrow and see
it as two equal openings with no internal
order.
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lterations #3

Light
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“Shadow gives shape and life to the
object in light .”

(The eyes of the skin. Juhani Pallasmaa.
2005. p.47)
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Light openings
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Position in light
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With an outside motive
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Light from the side
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Dividing space
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Light and shadow

The light from the side can give the same
contrasting effect as the back light. The
effect of the light can be even stronger

if the opening is kept thin. For the iron
sculptures the silhouette is important
and the contrast by the light can be a
way to highlight that.
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Backlight, diffuse
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Sidelight, diffuse
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Backlight with outside
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Light from side and above
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Blending in

The outside can be included in the
experience of the room. By opening the
walls to nature the outside becomes
part of the motive. The Dervish almost
disappears in the woods. This does not
only camouflage the object in the room
but gives a variation in the lightning in
the room depending on season, weather
and time of day. This setting may suit the
iron sculptures in a better way in order
not to hide the objects.
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lterations #4

Material
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The material

The material has an important role in
shaping the space, not only by framing
the room but as something you sense
and associate to. The materials can
either give materiality and place your
experience in a bigger context or it can
be anonymous and almost non existing.

With this iterations | have printed out the
materials on paper and made physical
models only for the visual effect. In the
next chapter | start making physical
models more accuratly representing the
materials.
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The floor in relation to walls
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The floor in relation to walls
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The floor in relation to walls
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The floor in relation to walls
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The floor in relation to walls
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In relation to scale
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lterations #5

Materiality
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Materiality in the material

The materiality is not the same as ma-
terial. The materiality is when a material
can be felt and experienced. In order
to explore the material | have made
physical models in the scale of 1:15 so
that they can be felt by your senses. The
iterations are also an exploration in how
the different combinations of material
gives different experiences.
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Brick wall and oak floor, model 1:15 Wall in birch wood and floor in concrete, model 1:15

98 99



Wall in planks of birch, scale 1:15 Wall in glass, scale 1:15
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Wall in concrete with and without shadow list, scale 1:15 Wall in concrete with and without shadow list, scale 1:15
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Bright grey bricks, scale 1:15 Red bricks, scale 1:15
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1800 mm

4400 mm

2500 mm
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The relation to the object

The materials of the room relate to
each other but also to the objects in

the room. The pictures show different
combinations of the wall and the floor. In
the pictures on the next page the same
combination is shown but with another
sculpture. When comparing them, the
relation between the different materials
becomes obvious and the space in
relation to the object is clear, the object
becomes part of the experience of the
space.
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The material in relation to the sculpture
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Iterations #6

The importance of detall
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Materiality in detail

To achieve materiality in the materials
the details has to be cared for. Different
materials have different utilities and are
therefore solved with various detailed
solutions. But the details can also be
made to achieve something more than
the technicality. A meeting between the
wall and the floor can be made to cast a
narrow line of shadow along the corner.
The end of the wooden planks in the
floor can be hidden in a small slot in the
concrete wall or the finish of the wall
surface can be made in a certain way
only for the experience when touching it
and with no other reason. In this chapter
| have explored some of the details.
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Care for the detail

I think the details are very much based
on the materials you work with and
therefore this investigation is more as a
glimpse which has to be explored further
with the materials | decide to work with
for the museum. But the importance of
the detail is something | want to state
with this chapter. The way the details for
each material and function can bring
something to the room but also the way
the details can be used to show the
caring for the space and the ambition
of shaping something for the visitor to
be in.

Shadow list in concrete model 1:15
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Physical models 1:15
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lterations #7

The base and how the sculptures are ensembled
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The height of the base

What the sculpture stands on affects how
the sculpture relates to the room but
also how the art is viewed, it defines from
which height it is seen and how close
you can get to the objects. The founda-
tion can be loose elements possible to
rearrange, but it can also be integrated
in the building, fixated permanently, part
of the floor.

If using the levels of the floor as part of
the base the exhibition area gets fixed
and permanent, which could be positive
if wanting to shape the space specifically
for the objects but maybe too static.
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The material of the base

The material of the base can contrast to
the materials of the room or to the sculp-
ture itself, or it could be made to blend
in, become part of the object. It could be
made to shine in order to get a reflection
from the sculpture or more rough to
absorb the shape of the shadow from

it. All these variables are possibilities to
shape the space for the sculptures and
the museum.
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lterations #8

The dramaturgy
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1950-60

1960-70

1970-80

1975-85
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Clay period
Iron period
Wooden period

Science period

The dramaturgy

The sculptures by llhan Koman can easily be divided
into different groups, both by time, material and
character/theme. In his artwork he explored different
materials during different periods. Each period and
material has its own characteristics but common for
them all is how he used the limitations of the material
to find tension in the shape and how the curiosity and
playfulness is a driving part for his explorations.

In order to arrange a dramaturgy for the exhibition
of his sculptures both a grouping for the narrative
and an inventory of the sculptures physical needs are
necessary.

147



The bronze sculptures, size 15
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The bronze sculptures

The bronze sculptures were originally made in clay.
Most of them were from a theatre play in Paris where
he was asked to make the characters in the play.

They need an even light in order to prevent reflection
in the metal and the objects should be placed so that
you could walk around to view it. The detail in the
surface makes it necessary to be able to come close to
it and to place it at a convenient height for the eyes.

149



The iron sculptures

The iron sculptures are made by big pieces of iron
that are welded together into different figures. The
figures are asymmetric and rough but still well balan-
ced through gravity and composition. Some of the
sculptures stand on a rough wooden base made of
wood burnt with tar. This is something Ilhan used as a
base for several sculptures and something that | think
should be kept and seen as part of his work.

The iron sculptures come from the first period of
his life in sweden. They are the last sculptures that
are more like figures or characters. After this period
he started to interest more in wood and his artwork
got more and more influenced by geometry and
mathematics.

In order to experience the iron sculptures fully a
bigger exhibition room is needed and conditions that
put focus on the elegant silhouette of the rough sculp-
tures. Itis also necessary to make it possible to walk
around the sculptures, and to be able to experience
them by approaching them, giving them the space

to be experienced in several scales. | also think they
should be placed in the same room, as a group of

free standing individuals either separated or forced
together.

The iron sculptures , 60-200cm
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The wooden sculptures

The wooden sculptures are very much shaped by the
limitations of its material but still created by the play-
fulness and exploration. Some of them are made only
by testing the material and some of them are made
by mathematical calculations. A lot of these sculptures
have the shapes we more often see now since the
digital tools for parametric design are accessible. But
his work is made by hand and with the material as

the limitation and not the computer. | think there is
something that happens when the material is part of
what gives its shape, the material becomes part of the
sculpture.

The wooden sculptures are in very different sizes. But
I think the main focus for them should be to see the
full figure of them, it is the shape and balance in them
that are important and not the close up detail.

In order to show the shape and volume the back-
ground of the object is important, it should be materi-
als that do not camouflage the sculpture and the light
should be soft to not disturb the thin wooden pieces
of the geometry.
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Size approximat
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The wooden sculptures

Some of these wooden sculptures were later on made
in titanium in order to stand the outdoor climate
when used as public art. When looking at them in the
original material and comparing it to the ones in steel
I think it is obvious how the sculptures lose some of
their dynamic and life when changing material.
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Size approxima
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The Scientifical sculptures

In the last period of llhans life he put a lot of interest
in geometry and mathematics, wind and movement.
He investigated the subjects practically through
models. These sculptures are sometimes more design
objects than art objects, they are more anonymous
and less personal one could say. But they are still an
essential part of Ilhans art work and represent his con-
nection to science and engineering. These sculptures
are not as big as the others and they have different
needs, some are moving and more with a mechanical
focus and some are transparent and hanging from
the ceiling.
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Reflections
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Conclusions

The result of the investigation is the ca-
talogue | have made. The conclusion by
this exploration is not a definitive answer
but an orientation in both the art work
of llhan Koman and its relation to space,
and in how to explore architecture for
our senses. In order to invite senses that
may not be included when only looking
at something through our digital screen
or a two dimensional print a lot of work
has been put on making physical mo-
dels. As an answer for my investigation
of the sculptures relation to space | have
summarized some of the conclusions
from my material.
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The iron sculptures

The iron sculptures should be placed in
groups. (4) They should be positioned so
that the viewer can approach them and
experience them on a different scale.
The silhouette of the sculptures are
important and that can be created either
by backlight or sidelight. The openings
for the daylight do not need to be big,
sometimes the effect can be even bigger
if it is kept small. (3) The original wooden
base should be kept for those that

have one. For the other sculptures, they
should stand on the floor directly. (5) In
order to meet the rough material the
floor should be in wood, that can give
softness. (1, 2)
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The Pi serie

To make the shape of the sculpture se-
ries Pi visible they should be placed with
a background that contrasts to the white
colour. (3) But in order to make the sha-
dows visible the background can not be
too dark. (2) The Pi sculptures are quite
small and they need a base to stand on.
(4) Wood would be a suitable option in
terms of colour. The globe shape of the
sculptures has a diameter of 13cm and
the series consists of 10 objects. With
the shape of the sculpture and the small
size of it they do not need to be placed
with access from all directions, the shape
and character can be viewed from one
direction and from above. (3 & 4)
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The Dervish

The dervish needs a wall behind in order
not to disappear in the background.

(1 & 2) The shadow can be associated
with a dancing dervish. (4) The shadow
also helps to bring movement in the
sculpture. (3) Important for the dervish
sculpture is to have a floor with an even
surface so that the sculpture can move
on the floor. Even if it will not actually be
in movement the feeling is still there if
the space allows it to.
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Liliewalchs extension, Gert Wingard La Congiunta, Peter Markli

Stockholm, Sweden

National museum. Stockholm,

Giacometti Gallery - Jorgen Bo & Wil-

helm Wohlert. Louisiana, Denmark
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