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house and the conception of dwelling in modernism, to discuss and 
formulate a critique on contemporary housing design in regards of 
its lack of durability, theoretically influenced by the ideology of the 
primitive hut.

The third and fourth essay address open-endedness and ambiguity in 
the architecture of dwelling, as an alternative medium of attaining the 
pursued quality of timelessness. The third essay is in clear contrast 
with the approach discussed in the earlier essays. It studies the signif-
icance of the inhabitant in the experience of dwelling in response to 
the significance of the house and bases its approach on a more rela-
tive comprehension of architecture. Being founded on the third essay’s 
proposal for the inhabitant’s more active engagement with their habi-
tat, the fourth essay addresses the hypothetical physical manifestation 
of the house discussed in the earlier essay.

The fifth essay formulates the character of the pursued Timeless 
House based on the topics discussed in the earlier essays, conclud-
ing the House’s task to function as an instrument for the inhabitant 
into learning to dwell. In this way, the House is rendered theoretical-
ly timeless through a recurrent process of constant reinterpretation of 
one’s habitat in an innocent, unprejudiced manner.

ABSTRACT. This thesis studies architecture’s possibilities for time-
lessness and longer lifespan in use as human habitat. Instead of focus-
ing on the aspects of technical durability of construction, the thesis 
addresses the ideological foundations and values on which a longer 
lasting architecture of a dwelling could theoretically be formulated. 
The thesis is divided into two parallel parts: the literal research part 
consisting of five essays, and a visual part consisting of 24 images 
sharing a representational medium.

The main method of the study is a subjective reflection on the lit-
erary sources, with a pursuit of a logical and comprehensible chain 
of thought and deduction, constantly by necessity referring to es-
tablished ideas and concepts in architectural discourse. The literary 
sources have been chosen for their relevancy for the thesis’ topic and 
for their acknowledged prominence in the tradition of architectural 
theory. The visual part functions as a method for further structuring of 
the thoughts and ideas addressed in the literal part, with an attempt at 
demonstrating the conclusions in a visual format.

The first two essays approach the pursuit for the Timeless House by 
addressing the idea of a perfectly formulated, ideal dwelling. The ap-
proach is discussed over the concept of the primitive hut, the figurative 
first house meant as a model for fundamentally correct architecture. In 
the second essay, analogue is drawn between the concept of the first 
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avainsanat: ajaton, asumus, arkkitehtuuri, essee, teoria

asuntosuunnittelun lyhytikäisyydelle, johon alkumajan ideologian 
katsotaan teoreettisesti vaikuttaneen.

Kolmas ja neljäs essee käsittelevät määrittelemättömyyttä ja monitul-
kintaisuutta asumisen arkkitehtuurissa, jotka essee näkee vaihtoehtoi-
sena keinona saavuttaa tavoiteltu ajattomuuden ominaisuus. Kolmas 
essee asettuu selkeään kontrastiin aiemmissa esseissä käsitellyn lähes-
tymistavan kanssa. Se tutkii asujan merkitystä asumisen kokemukses-
sa suhteessa arkkitehtuurin merkitykseen relativistisempaan arkkiteh-
tuurikäsitykseen pohjautuen. Neljäs essee vie eteenpäin kolmannen 
esseen ehdotusta asukkaan aktiivisemmasta vuorovaikutuksesta eli-
nympäristönsä kanssa ja tarkastelee kolmanteen esseeseen perustuvan 
talon hypoteettista fyysistä manifestaatiota.

Viides essee muotoilee tavoitellun Ajattoman Talon olemuksen. Se ki-
teyttää Talon tehtäväksi toimia instrumenttina asujan asumaan oppimi-
selle. Talo saavuttaa teoreettisesti ajattomuutensa asujan viattoman ja 
ennakkoluulottoman oman asuinympäristönsä jatkuvan uudelleen tul-
kitsemisen kautta.

TIIVISTELMÄ. Diplomityö tutkii arkkitehtuurin mahdollisuuksia 
ajattomuuteen ja pidempään elinikään ihmisen asumuksena. Työ ei 
käsittele rakentamisen teknisen kestävyyden aspekteja, vaan pohtii 
sitä ideologista arvopohjaa, jonka varaan kestävämpää asumuksen 
arkkitehtuuria voitaisiin teoreettisesti muotoilla. Diplomityö jakautuu 
kahteen rinnakkaiseen osaan: viidestä esseestä koostuvaan kirjalliseen 
tutkimusosaan, sekä visuaaliseen osaan, joka koostuu 24 samalla esi-
tystekniikalla toteutetusta kuvasta.

Tutkimuksen päämetodi on subjektiivinen kirjallisen lähdemateriaalin 
reflektio. Työn pyrkimyksenä on muodostaa looginen ja ymmärrettävä 
ajatuksien ja päätelmien ketju ja viitata vakiintuneisiin ajatuksiin ja 
konsepteihin arkkitehtuurin diskurssissa. Visuaalinen osa toimii me-
todina kirjallisessa osassa käsiteltyjen ajatusten ja ideoiden jäsentämi-
selle. Sen pyrkimyksenä on demonstroida johtopäätöksiä visuaalises-
sa formaatissa.

Ensimmäiset kaksi esseetä lähestyvät pyrkimystä Ajattomaan Taloon 
käsittelemällä ajatusta täydellisesti formuloidusta, ideaalisesta asu-
muksesta. Lähestymistapa pohjautuu alkumajan eli perustavanlaa-
tuisesti korrektin arkkitehtuurin malliksi ajatellun kuvainnollisen 
ensimmäisen talon konseptiin. Toisessa esseessä muotoillaan analo-
giaa ensimmäisen talon ajatuksen ja modernismin asumuskäsityksen 
välille. Essee pyrkii pohtimaan ja muotoilemaan kritiikkiä nykyaikaisen 
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But soon, the education kicked in, filling the clean slate of my mind 
with architecture related factual information, correct labels and defi-
nitions for both physical and psychologically experienced phenomena 
in architecture, with conceptions of wrong and right, of architecture 
that possessed quality and architecture that inherently lacked it. My 
curiosity began to focus on certain, explicit matters, as I started to get 
a grasp of a qualitative framework, earlier unknown to me.

Soon I became aware of functionality and certain rationality ultimately 
informing the qualities of proper, acceptable architecture, or perhaps 
more precisely architecture that could be more easily argued by  the 
simple logic of economy and convenience. As the time reserved for 
presenting one’s work and ideas in tutoring sessions and critiques was 
naturally brief, a proper presentation demanded a clear, easily com-
prehensible concept. For this purpose, the instrumentalist approach of 
recognizing the core functionalities of the task at hand, whether it was 
a house, a cultural institution or a hospital, and to solve the building’s 
utilitarian character in the most calculated and logical manner, provid-
ed an obvious answer. As I soon recognized the importance of rhetoric 
and argumentation for one’s work crucial for “success” in one’s studies, 
the possibility of appealing to authorities fundamentally more prestigious 
than myself appeared compelling. Especially as that higher authority was 
objective logic, explicitly informing correct functionality and arrange-
ment of the spaces demanded by the brief of the task in question.

As I am writing this foreword to my master’s thesis, the final output 
of my studies for now, it has been fair seven years since I began my 
architecture studies at Aalto university. I recall the first year of my 
architecture studies, as I had absolutely no conception of architecture 
and the matters involved, as I entered the faculty with inherently open 
mind. I remember the sensation of rediscovery concerning my every-
day environment, sparked by the idea, the possibility of architecture 
and recognition of its attributes, spaces, voids and masses, entrances 
and boundaries, in the commonplace. I was genuinely thrilled.

Houses, urban spaces, landscapes and the most minor details in my 
everyday environment, those matters that had almost completely lost 
their appeal to me since the curiosity filled explorations of my child-
hood and having again descended into their evocation free silence, now 
again appeared to me full of wonder and interest. I naively searched 
inspiration in the commonplace, projected my enthusiasm on the phe-
nomena I encountered, thus bringing them to life and rendering them 
equally sufficient references for my own architectural imagination and 
thinking, together with the multitude of projects found on the numer-
ous, to me completely new and fresh magazines, books, websites and 
architecture involved blogs. The phenomena had still no clear context, 
no clear framework of hierarchy. I had yet no innate ability of placing 
them in correct order in respects with each other and more largely with 
the practice and contemporary conception of architecture.
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Rather readily then I began to overlook discourses of style or aesthet-
ics, to further justify the approach that so far had proven effective and 
praised. Every project “successfully” resolved through the assumed 
approach of general utility and reduced aesthetic palette further estab-
lished the correctness of the learned comprehension of architecture. 
The conception was yet advanced in practice, as I became increasingly 
more aware of the economic imperatives governing the realization of 
architecture, and especially the projects of housing.

But instead of reading such feedback as the final confirmation for the 
approach’s correctness, I began to slowly develop increasing skepticism 
towards the capacities and contents achievable with the instrumentalist 
tendency. Particularly upsetting I found the readiness to abandon any at-
tempts at communicating purity and logic in the practice; those qualities 
that I had elevated to serve as the absolute content of the proposed archi-
tecture. In the practice logic and calculation had been derived to serve 
simple economic agendas, and correspondingly manifesting them archi-
tecturally in the projects played significantly smaller role as their articu-
lation could be easily abandoned did the economy of the project so com-
mand. Did some apartment needed to be little bit bigger for marketing 
purposes, the logic of spatial repetition would be instantly compromised. 
Did the market research propose general audience to prefer playfulness of 
façade compositions, the carefully articulated logic of the opening in the 
façade should be certainly shuffled and modified to meet such fancy.

Housing design most particularly provided fertile soils for nurturing 
such approach, as the practice revolved precisely around resolving ar-
rangement of great number of rather simple utilitarian entities in an 
economical manner. The spatial organization of the individual dwell-
ings emphasized explicitly the comprehension of contemporary living 
standards and the convenience of the inhabitants in performing their 
agreed daily routines. Once the standards were understood and ulti-
mately by practice taken for granted, the optimal solution for the task 
could be rather easily achieved through the process of logical spatial 
optimization.

Convinced of the newfound “scientific” approach to the task of ar-
chitecture, I had yet to tackle the unavoidable matter of aesthetics, of 
manifesting the logic of the spatial organization in an equally agree-
able formal and visual vocabulary. The architectonic language of re-
striction, simplicity and harmonic repetition as ways of communicat-
ing the rationality of the plan provided an easily approachable method 
for the task, enabling me to theoretically restraint from subjectivity 
commonly associated with the aesthetics. The aesthetics were to be 
treated merely as an unfortunate necessity conducted from the per-
fectly optimized spatial totality. It is no wonder then, that some of my 
earliest preferences in architecture were precisely architecture of Mies 
van der Rohe, early thoughts and manifestoes of Le Corbusier and 
cursory appreciation of Adolf Loos’ condemnation of ornamentation. 
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The realization of the apparent lack of content in the practice of hous-
ing design and more generally in contemporary architecture, exposed 
the approach already quite far taken for granted by myself, to a serious 
contemplation. I became aware of having developed a far too tight ap-
proach to the practice of architecture; a sort of a straightjacket of right 
and wrong, of good and bad. I had yet again descended to a narrower 
world view, dismissing qualities of the phenomena I encountered in or-
der to protect the approach already conducted with much care and effort.

The older one grows, more knowledge one has cumulatively gath-
ered. The knowledge is constantly used to structure one’s approach 
to reality and paradoxically as a defense against new information and 
experiences, which might contradict with the cumulated knowledge 
and thus harm the carefully constructed worldview. One defines and 
classifies one’s reality and phenomena one encounters through the al-
ready gathered information, making it more difficult to genuinely ap-
proach new situations with open mind. Things are easily labeled either 
good or bad, solely based on the conception of matters formulated on 
the structured and definite worldview of the spectator, hence making 
it more effortless to avoid contemplating on the matters in question 
and instead merely bypass them as they already are set in their proper 
framework of quality, requiring no further thought.

I wanted to dedicate the time required of conducting a master’s thesis 
to experiment on a different approach to architecture, to explore the 
topic of dwelling from a differing point of view, abandoning for a 
change the certainty I had already grown treacherously fond of. I felt 
tempted to approach the topic through a literary medium, instead of a 
typical design task more familiar to myself.

This master’s thesis provided myself primarily with a tool to analyze 
and structure my own thinking, my personal, still maturing conception 
of architecture and its essentials. For me the process of the thesis didn’t 
present itself in the first hand as a possibility of merely demonstrating 
the skills and expertise I already possessed, but rather as a chance at 
studying and experimenting on matters I find immensely interesting, 
yet for which one rarely finds adequate time in practice. The thesis 
was for myself a welcome opportunity to learn yet new things of my 
own thinking, without the burden of pragmatic demands and impera-
tive financial requirements of the actual practice. The thesis provided 
an opportunity for trial and error. Without the courage to challenge 
one’s a priori conceptions, no genuine learning can ever truly occur.

“When a man is just born, he is weak and flexible. When he dies, he is hard 
and insensitive. When a tree is growing, it’s tender and pliant. But when 
it’s dry and hard, it dies. Hardness and strength are death’s companions. 
Pliancy and weakness are expressions of the freshness of being.”1
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introduction

“A house constitutes a body of images that give man-
kind proofs or illusions of stability.”2
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The contemporary setting and reality of everyday environment is dom-
inated by speed, velocity and temporality. Everyday life is character-
ized by constant haste and transient objectives. The rapidly changing 
environmental, economic and social situation imposes a sense of inse-
curity on one, while providing one with a constant stream of momen-
tarily amusing distractions and stimuli for senses. Alongside this ac-
celerating struggle for one’s time and momentary fancy by media and 
commercial operatives, contemporary individual faces times of great 
uncertainty concerning one’s entire existence and place in the contin-
uum of time. With severed link to one’s past, uncertainty and doubt of 
one’s future and present filled with meaningless concepts and dispen-
sable material possession, one is in need of concepts of constancy and 
proofs of persistence and continuity. Architecture possesses potential 
for delivering these, due to its more permanent nature in comparison 
to other products of human endeavor. With such capacity for greater 
permanence on earth, architecture holds also a responsibility of ensur-
ing one of the veracity of one’s experienced reality. Architecture with 
timeless quality testifies the reality of past and the process of human 
culture, that one’s life is preceded by a multitude of past generations. 
Equally important is architecture’s potency of convincing one of the 
certainty of future and continuum of human life and reality itself, even 
after one’s own ultimate death. For houses do not only carry a function 
of sheltering one from the physical threats of one’s environment, but 
serve also as a “defense against the terror of time”3.

The possibility for permanence exceeding multiple human lifespans 
and thus being able to communicate stability, has been apparently lost 
in contemporary architecture, housing design and construction. Hous-
ing is regarded mostly as a commodity and functional necessity with 
intentionally short lifespan expectancies. As our contemporary houses 
meet their hastily set date of expiration, they are simply torn down 
to give space for new slightly improved versions that will ultimately 
meet the same fate in matter of just couple of decades. In addition to 
the obvious reason of technical shortcomings, as well as economic 
imperatives working against preservation of architecture, the constant 
and continuously accelerating process of recycle and replacement is 
greatly due to the conception of constant increase in requirements and 
demands in human habitat. The task of housing design is concerned 
with sating the newest, most refined dwelling preferences of its ini-
tial inhabitant, no matter how transient or arbitrary. Older houses just 
could no longer prove satisfactory to the contemporary dweller, for 
one’s desires and requirements of one’s habitat are completely differ-
ent than those of one’s 50 years older counterpart. Also one’s judge-
ment of aesthetics sets them apart from earlier tendencies and concep-
tions of beauty, as one finds the dwellings of past and their stylistic 
choices utterly boring, ugly and ridiculous, harboring conviction of 
the rightness of the preferences of one’s own time, only finding those 
precarious values of style and taste soon overlooked by the next gen-
eration with yet again different fancies of their own.
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To point out also a clearly practical issue concerning the lack of lon-
gevity with the contemporary model of housing design and its focus on 
pleasing the first given demands of its contemporary setting, attention 
is pleaded for the disastrous effects such policy has in regards of sus-
tainability. Our contemporary houses are built of exceedingly durable 
materials with very limited recycling possibilities and the construction 
overall as a process constitutes for a major amount of carbon emission, 
yet the lifespan expectancies of our constructions are set to an absurd 
50 years, or even less. Instead of focusing on the role of building tech-
nology or financial models affecting the shortcomings in durability of 
contemporary housing, the thesis calls attention on the values, content 
and the models of habitat associated with our contemporary way of 
housing. Recently the matter of climate change and pursuit for more 
sustainable methods in architecture and construction have manifested 
as an interest for expanded lifespans of new buildings, yet the focus 
has been exclusively on the building materials and construction meth-
ods. Lifespans of 200 years are being required and pursued, yet no 
major concern has been had on the actual model of habitat and the 
way of life and values these houses would be built around. Physical 
durability and technical excellence matter little if the house is built 
on the foundations of arbitrariness and ephemeral fancies. In order to 
imagine and realise truly persistent models of habitat, more attention 
should be placed on their ideological and conceptual basis.

The thesis studies the possibility for timeless, ageless qualities in ar-
chitecture, the possible models for permanence and whether it is plau-
sible to imagine architecture with continuous capacities of commu-
nicating its initial ideas and remaining feasible for human habitation 
regardless of quickly shifting facile fancies and preferences. By stud-
ying the possibilities for eternity and the theme’s different interpre-
tations in architectural and philosophical discourse, the thesis seeks 
to propose an alternative conception for timelessness in the context 
of architecture and dwelling. The thesis names its distant, speculative 
objective, the Timeless House.

Definition of the Timeless House

The main criteria for the Timeless House is defined in the framework 
of the thesis as its capability of remaining feasible and relevant for 
human habitat in a universal sense, regardless of the ever-shifting cul-
tural context and varying, more or less superficial values of individual 
preference. The House must retain its qualities long after the initial 
inhabitants, demanding critical assessment of the values originally 
crafted into it and their origins. Dwelling, as an archetypal typology, 
has been chosen as the topic of this study, since in addition to archi-
tecture’s core task of remembrance, providing a shelter for people to 
inhabit can be seen as the only truly necessary task of architecture and 
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thus the only functionality that is bound to last as a spatial necessity. 
Domestic realm holds also a greater possibility of societal autonomy 
as an architectural project in comparison to public buildings that are 
characterized inevitably by present political and cultural climate as 
well as by the agendas of the ruling caste. But even this autonomy and 
human experience oriented nature of the domestic project have been 
almost completely lost, since housing design has already long been 
dedicated to serving only political and economic objectives of housing 
masses and generating profit. Dwelling has long been neglected as 
the focus of architectural study. Housing design no longer concerns 
with designing habitat, but designing solely infrastructure. The study 
for the Timeless house aims at reviving the conception of habitat and 
dwelling as an intentional activity as a locus of housing design.

Another imperative definition set for the Timeless House in the thesis, 
is a requirement of a fixed, physical character of an immobile artefact. 
By setting such demand for the nature of the pursued timelessness, 
the thesis excludes from the scope of its study different, more relative 
conceptions of eternity in the field of architecture, with, for instance, 
the tradition of re-building exact replicas of ancient Shinto temples in 
Japan. Although exceedingly interesting as concepts of timelessness 
per se, the thesis ignores these models operating on the thought ex-
periment of Theseus’s paradox, as it wishes to study the problematics 
of a fixed building with invariable initial qualities and unconditional 

stability. The demand for such permanence, however, is no indication 
towards an interest for studying requirements for technical durability 
of construction in the framework of this thesis. The focus lies in dis-
covering experimental philosophy to guide the principles from which 
the Timeless House could originate.

Structure and Methodology

The main method of the study is a subjective reflection on literary 
sources. The thesis approaches its topic from a reflective and highly 
subjective viewpoint of its author, understanding the obvious limita-
tions of a master’s thesis format for a more comprehensive and purely 
academic study of its subject. The objective of this thesis must not 
be mistaken for a pursuit of quantitative, objective information of its 
topic, but must rather be understood as its author’s reflective study and 
meditation on his positions as an architect and topics he finds crucial 
in his general comprehension of architecture. The thesis pursues a log-
ical and comprehensible chain of thought and deduction, constantly by 
necessity referring to established ideas and concepts in architectural 
discourse to argue its stance.

The literary sources have been chosen for their relevancy for the the-
sis’ topic and for their acknowledged prominence in the tradition of 
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architectural theory. The main sources contain literature from prom-
inent figures both in architectural practice and theory, but also more 
philosophical inquiries relating to the topic of the study, as the topic 
of this thesis is hardly related to mere technical and purely architec-
tonic matters. The goal is to present several statements or conclusions 
on the topic that can be logically conducted from the literal material 
addressed in the thesis, and that illustrate the author’s personal in-
terpretation on said matters. Regarding the complicated and relative 
nature of the topic, the conclusions of the thesis are intended to serve 
as a point of comparison and critical assessment for the reader’s per-
sonal reflections over the vast subject, rather than as a conclusive and 
definitive manifesto.

The thesis extensively utilizes a passive voice instead of a typical first 
person narrative, which might seem a logical choice considering the 
just highlighted subjectivity of the study and its methodology. The 
choice of a passive voice is however argued in the author’s attempt 
of providing the thesis with a more declarative tone of an effaced nar-
rator, in order to render the ideas discussed more readily and more 
freely interpretable by the reader, as the thoughts would not read in 
the first hand as literal extensions of the authors person. In addition, 
the passive voice is utilized as a textual medium for emphasizing the 
distinction between the main content of the thesis and the more clearly 
personal meditations in the foreword and final reflections of the work.

The thesis is an essay by its structure and nature, instead of a strictly 
defined academic research with more pragmatic goals for the actual 
results and obligations to certain practices of assessing and interpret-
ing information. The thesis consists of two parallel, yet independent 
parts; one literary and one visual. Both parts operate autonomously 
on their own merit, devoid of labels or excessive curating, free to be 
interpreted as wished. Regardless of their autonomous nature, the two 
parts both address and study the same topic and character of the Time-
less House. The reader is invited to either read through the parts si-
multaneously, or alternatively one at a time. The visual essay commu-
nicates the character of the House through a series of black and white 
perspective pictures sharing a representational medium. For reasons 
undesired to be opened in the introduction, no further guidance is in-
tended to be delivered here. To emphasize the impact and significance 
of the visual essay, no additional, exterior images are used in this the-
sis as illustrations. The lack of exterior illustrations is further argued 
by the desire to limit excessive curation of the reader’s thought, as the 
thesis recognizes the capacity of an image in treacherously shaping the 
reader’s conception of the matters discussed. All images presented in 
this thesis are made by the author.

The first two essays address the possibility of defining an absolute, 
ideal dwelling, with fixed qualities so well defined that the dwelling 
could acquire its timelessness in the unquestionable correctness of its 
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properties. The primary hypothesis of the essays proposing a persis-
tent model for a house being achievable through the identification of 
the house’s core functionalities is discussed over the figurative first 
house, the primitive hut. The second essay draws an analogy between 
the characteristics of that first house, and conception of dwelling and 
housing design in Modern architecture, with an objective of identify-
ing the nature of dwelling and its development in Western tradition of 
architecture. Basing its argument on this analogy and identification 
of the found tradition’s impact on our contemporary conception of 
dwelling and such conception’s shortcoming in informing the timeless 
quality pursued, the essay seeks to formulate a critique on the idea of 
primitive hut and its influence on housing design.

The third and fourth essays address ambiguity and open-endedness in 
architecture of dwelling, in stark comparison to the optimization and 
specificity focused model of dwelling discussed in the former essays. 
Basing the approach on the figurative division of architecture into 
nests and caves, as presented by Sou Fujimoto, the third essay plays 
with the idea of more relative comprehension of dwelling, proposing 
greater gravity on the qualities of the inhabitant in the experience of 
dwelling in response to the ones of the house.

In close kindred spirit with the typology of cave, the typology of ruin, 
precisely that of a habitable ruin, is utilized in discussing and defining 

an alternative possibility for timelessness in architecture of dwelling. 
Such open-endedness and lack of distinctly recognizable meaning in 
architecture is suggested to contribute to development of the inhabit-
ant’s sensibility towards their environment, by better utilizing one’s 
ingenuity and natural capacity of adaption. Recognizing evident chal-
lenges with such approach stressing the inhabitant’s role in the expe-
rience of habitat, the essays address these challenges of open-ended 
architecture and those of negative neutrality and in another hand the 
problem of attempt at forceful control of the inhabitant’s reading of 
the provided setting through architectural curating. The fourth essay 
discusses the possible physical manifestation and architectural vocab-
ulary suitable for the character of the Timeless House addressed in the 
earlier essay.

The fifth essay focuses on formulating the character of the Timeless 
House based on the findings and deliberations in the former essays. 
The essay seeks to conduct a series of reflective conclusions on the 
House’s architectonic nature, in both specific as well as in general as-
pects. With an attempt at inviting conversation and challenge regard-
ing the personal suggestions made in the conclusions, an intentionally 
declarative tone is chosen for the medium of deliverance, while re-
membering the clearly open-ended and ambiguous nature of the work, 
and to which in the final reflections the thesis again prominently returns.
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the hut

“The return to origins is a constant of human 
development and in this matter architecture con-

forms to all other human activities.”4
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In its quest to identify the timeless qualities in the architecture of a 
dwelling, the thesis takes the origin myth of the first house, of the 
Primitive Hut, as its point of departure. Through the analysis of the 
myth and its influence upon the tradition and philosophy of Western 
architecture, the thesis wishes to identify objectives, requirements and 
attributes common for the conception of the dwelling that would retain 
their relevance and thus contribute to the essential framework of the 
Timeless House. However, the fundamental objective of the analysis 
is not to conduct a comprehensive historical study on housing design, 
as the thesis rather approaches the topic from its author’s personal 
point of view with a greater interest in formulating and presenting a 
corresponding interpretation of the topic discussed.

Tales revolving around the imaginary origins of architecture are a 
common phenomenon in the tradition of Western discourse of archi-
tecture, with a strong desire and curiosity for discovering the essential 
in the practice and its philosophy. The theme has been debated since 
Vitruvius5 and brought prominently back into the discourse during the 
Enlightenment, and is still a widely-addressed topic among contem-
porary theorists. The common features among the different interpre-
tations of the subject are the conception of a house, a shelter, as the 
first typology of building; the confrontation between human being 
and nature as the reason for architecture; and the conceptual, deduc-
tion based approach to the topic instead of a scrutinous study of the 

actual historic origins of human construction. The general objective 
of these theoretical studies and meditations has rather been for the 
formulation of comprehensive understanding of architecture and its 
ultimate purpose, and to discover and argue for optimal, correct ways 
of manifesting said purpose. In the interpretation of the origin myth, 
the tale is also commonly accompanied with an association to the Bi-
ble’s Genesis creation narrative, with the Fall from Paradise triggering 
the need for the first man to come up with a shelter against the harsh 
post-paradise environment.

Primitive Hut is a concept originally introduced by Vitruvius in his 
Ten Books on Architecture, yet brought into broader architectural dis-
course only until by French philosopher Marc-Antoine Laugier in 
1753.6 In the context of abundance of ornamentation and architectur-
al decor, provided by Late Baroque, Laugier pursued understanding 
of the fundaments in architecture. Laugier approached the topic from 
a seemingly anthropological perspective, seeking to identify a core 
functionality required by human habitat, and from that necessity to 
derive the universally essential architectural elements. In his theorem, 
Laugier strived to formulate a universal architectural typology that 
would tackle these needs in a pure and natural, uninterrupted fashion, 
without unnecessary and misguided motifs. Laugier identified the need 
of shelter and protection from one’s harsh environment as the origin of 
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architecture. In his Essay on Architecture, Laugier introduces his con-
ception on essential architectural elements and their origins through a 
brief narrative describing a primitive man facing the perils of nature 
without artificial aid, taking advantage of his natural surroundings, 
and ultimately finding his environment incapable of providing him 
with sufficient protection. This realization leads the primitive man to 
come up with a shelter of his own making, the first house.

“Some fallen branches in the forest are the right material for his pur-
pose; he chooses four of the strongest, raises them upright and arranges 
them in a square; across their top he lays four other branches which, 
inclining towards each other, meet at their highest point. He then covers 
this kind of roof with leaves so closely packed that neither sun nor rain 
can penetrate. Thus, man is housed.”7

Thus, Laugier argues architecture to be born out of imitation of natural 
process, and that the elements described in the presented origin story 
of architecture, and their derivation into proper architectural equiva-
lents, the column, the entablature, the pediment, were the only truly 
essential parts of an architectural Order capable of generating suffi-
cient architecture. Following this brief, yet declarative manifesto in 
the beginning of Essay, Laugier continues by describing and instruct-
ing proper ways of building, even in a rather specific manner. The 
precision of his instructions somewhat comes in odds with the vague 
and highly conceptual priming of the volume, as Laugier does not re-
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turn in his writing to reflect on the foremost logic of his manifesto or 
to elaborate its origins. Laugier’s main themes in his descriptions for 
proper houses, churches and towns consist mainly of consideration of 
classical antique architectural motifs and orders as the supreme point 
of reference, and how this understanding should be deployed in con-
temporary practice.

Another prevalent theme is the forceful criticism for capricious ten-
dencies of architects unwittingly compromising the integrity and or-
der based purity of their work by misguidedly seeking ways to diver-
sify the aesthetics of their buildings with superficial and disruptive 
elements in odds with the essential parts. Laugier finds, for instance, 
door and windows as such additional elements, although he recogniz-
es their practical necessity.

Laugier’s view on the essentials of architecture was greatly affected 
by the erstwhile prevalent social context heralding the Enlightenment 
and shifting affection from stylistically excessive Late Baroque to-
wards more refined and more abstemious conception of aesthetics and 
necessity. Laugier’s essay on the origins of architecture is ahistorical, 
without actual historic analysis or study on human anthropology. The 
conception of a primitive hut presented by Laugier is to be understood 
as a thought experiment, in which a theoretical model, primitive hut, 
serves as a point of reference, through which architecture is concep-

tualized and evaluated. Such reading suggests Laugier’s affection for 
antique Greek architecture not to be due to his admiration of Greek 
culture or consideration of it as a pinnacle of civilization, but for its 
architectural vocabulary simply held greatest similarity to his theoret-
ical model.

Presentation of the idea of reductionism of architectural elements re-
quired, or even permitted, in creation of true architecture, was proba-
bly the most notable and obvious contribution into architectural dis-
course and practice presented in Essay on Architecture. However, for 
a rather extended period of time, the greatest attention was granted for 
the aesthetics and the nature of decor Laugier presented for creation 
of architecture. Style and its origins were given special account, and 
Laugier’s ahistorical and clearly conceptual description concerning 
the origins of architecture was both cherished but also combated. The 
conception of imitation of nature and its processes as the origin of 
architecture was of fundamental importance, as the erstwhile archi-
tectural theorists and social scientists approached the topic. Especially 
relevant was considered to be the matter of materials originally uti-
lized in the constructions of the first man and the logic behind the idea 
of much cherished Greek and Roman stone architecture being derived 
from the primitive hut constructed of wood.

A popular argument proposed a simple solution of the natural evolu-
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tion of human being’s expertise with the art of construction intrinsi-
cally leading them to adapt new techniques through which they could 
better imitate the virtues of the first house. Sir William Chambers, a 
prominent Scottish-Swedish architect in the 18th century, illustrates 
well this conception of evolving human skill as a consequence of im-
itation, in his own reading of the first house and its origins. Chambers 
describes how the initial hut was brought into being through human 
being’s admiration and study of practices of other animals and their 
natural way of using materials, and how one inevitably exceeded these 
original masters of one in skill. According to Chambers, the shelter 
provided by the very first house, the first attempt at giving shape to 
one’s habitat, was not sufficient for one for long, as people “grew 
more expert”8.

This conviction of one’s increasing capacities as a builder and need for 
more refined shelters was then deemed as an adequate justification for 
the development of later models of the first house in stone rather than 
in wood. Having lesser interest for the models of actual construction 
and its materiality, the thesis recognizes the immense influence such 
commonly accepted reading of the origin story has had on the West-
ern conception of architecture and the character of a dwelling. The 
imitational process, seeking to not only provide a sufficient outcome 
out of mere necessity, seeks to master a trade, to optimize matters 
ad infinitum. Such conception also suggests an impossibility of con-
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ducting certain fixed, satisfactory universal requirements for habitat 
that would remain feasible, but rather proposes a need for constant 
refinement of achieved qualities to better suit “naturally” increasing 
desires and fancies of the human being. The idea of people being inca-
pable of ever finding their habitat truly satisfactory, imposes a signif-
icant threat on the pursuit of the Timeless House, at least through the 
belief of an ideal dwelling. Unlike Laugier and Chambers with their 
unquestioning confidence in the benefits of one’s urge for more re-
fined dwellings, their contemporary Jean-Jacques Rousseau suggest-
ed, although notionally, some grief for the lost state and way of life of 
the primitive man through the development of his living conditions. 
Basing his proposal on a similar speculation over the condition of the 
primitive, figurative man, Rousseau condemns the desire for superfi-
cial improvement of one’s habitat:

“It is not possible to reflect on manners and not wish to recall the simplicity 
of earlier times. Here is a calm riverbank, dressed by the hand of unaided 
nature, towards which the eye turns constantly, and which you leave with re-
gret; here at a time when innocent and virtuous men wanted the gods to wit-
ness their actions, they lived together in the same huts. But soon men turned 
wicked, tired of the embarrassing onlookers, and relegated them to magnif-
icent temples. Finally men chased the gods out altogether, so as to inhabit 
those temples themselves: or at any rate, the temples of the gods became to 
look very much like the citizens’ houses. Then came the high of degradation, 
and vice was never carried so far as when it was seen, to speak figuratively, 
supported by marble columns and engraved on Corinthian capitals.”9

Whereas Rousseau’s moralist view suggests the original state of peo-
ple as something to be actually pursued by contemporary people, Lau-
gier did not see his primitive hut as an attempt to return people to 
some original state of nature and innocence. Rousseau’s primitive was 
content with the shelter and comfort nature provided him with, and the 
manifestation of construction was more due to one’s fall from one’s 
ideal, initial state, instead of an ingenious act of virtue in enhancing 
the clearly flawed, yet inspirational natural setting as presented by 
Laugier. Laugier’s hut, originated from nature, served as a point of 
reference that was not supposed to be literally pursued, but that would 
rather serve as a guidance for houses yet to come.

The idea of imitation and the concept of natural origins of architecture 
stirred also a seemingly opposing reaction, contributing to different 
views on the essentials in architecture, stressing reason and human 
intellects further over the mimicry of nature’s processes. A French au-
thor and architect Jean-Nicolas-Louis Durand, influencing in late 18th 
century and early 19th century, set out to argue directly against the 
conception of primitive hut’s formal origin as an imitation of nature 
and its processes as presented by Laugier.10 Durand had a specific rea-
son for combating the concept, for his own architectural philosophy 
sought to dispose of the idea of imitation or consideration of human 
body as the origin and reasoning for correct architectural proportions. 
Durand’s teachings of architecture emphasize reason and logic as pri-



44 45

mary means of acquiring the right proportions and applications for 
architectural elements and orders, over examination and reproduction 
of the primitive hut.

However, Durand has similar attitude as Laugier to the insignificance 
of ornamentation in architecture. Durand even puts greater empha-
sis on the functionality of architecture, stressing the importance of 
“public and private utility, the happiness and the preservation of indi-
viduals and of society” as the aim of architecture, whereas “pleasure 
could never have been the aim of architecture, nor architectural decor 
its object”11. Durand’s emphasis on reason reflects the later phase of 
Enlightenment with stronger societal interest for rationalism and one’s 
intellectual capacities, whereas Laugier still represented the earlier 
phases of the movement. Durand’s reading of the origin myth carries 
an immense gravity, as its focus on the utilitarian qualities of archi-
tecture and dwelling heralded already the at present prevalent West-
ern conception of dwelling and housing primarily as management of 
functional entities judged by the standards of economy. The utilitarian 
accent also differentiates Durand’s reading from the one of Laugier. 
Whereas Laugier’s focus lied still more on the aesthetic qualities of 
the elements described, the similar elements identified equally by Du-
rand as the prime components in architectural practice did manifest 
primarily in terms of their functional properties relating a range of 
archetypal to building types extensively classified by their function.
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Durand, taking Laugier’s condemnation of ornamentation and aesthet-
ics further, denied the aesthetic approach in his philosophy altogether 
and instead stressed the kinship of architecture and engineering. Ar-
chitecture was supposed to detach from its ties to eclectic aesthetic 
styles and classical tradition. Instead, the practice should aspire to 
universality, functionality and economy of construction, which Du-
rand sought in his method of composition utilizing a grid in which the 
transformation of a buildign from geometry (instead of nature as in 
Laugier’s theory) to architecture is graphically conducted.12

The conception of utilitarian origin and purpose of the house, though, 
was already identified and credited by Laugier, as the necessity for a 
shelter was granted the primary relevance as the origins of architecture. 
Although nature was praised for its guidance for true architecture, the 
human being was given an assertive role in overcoming and mastering 
their natural environment through the application of their instinctual 
ingenuity. The house’s first, primary function was to separate the indi-
vidual from the malicious nature and from harmful exterior conditions, 
such as rain, heat, moisture and noise. Such aspect of “physical control” 
and creation of “artificial climate”13 conceptually reduce architecture to 
mere building and a humble servant with the simple task of providing 
one with physical shelter. With such a simple task and plain functionali-
ty, architecture of a dwelling could be with good conscious compared to 
the constructions of animals, such as ant piles and beehives.14

For long, this kind of reduction of architecture into a mundane build-
ing task, not too different from the endeavors of simple, uncivilized 
animals, proved unbearable to erstwhile architects, enlightened mas-
ters of their trade, and possibility for such an unsettling simile pro-
voked a need to distinguish human building from mere sheltering and 
architecture from functional building. To some extent, this craving for 
separation and promotion of architecture among other, more mundane 
building tasks, shed light on the focus of the erstwhile architects and 
theorists on the form, materiality, nature of decoration and proper, 
higher architectural orders deriving from antiquity. Utilitarian nature 
and careful identification and refinement of core functionalities of 
dwelling as such could not be accepted as a basis or primary objective 
for the architecture of dwelling, and even Durand, among the first ones 
to promote utility and functionality in architecture based on the formal 
logic of economy, instead of studying the activities and functions ac-
tually taking place in houses, settled upon giving instructions on the 
proper orders of columns and formal articulations of building masses 
(even if he stressed logic and intellects of the human being as their 
origins instead of the inspirational processes of nature).
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the machine

“The house is a machine for living in.”15
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It was only later by modernist functionalists, driven by the Industrial 
Revolution and massive housing shortage caused by extensive migra-
tion from the countryside to industrial and manufacturing cities, that 
the discourse of architecture truly recognized the pivotal role of shel-
tering as the basis for dwelling and functionality as the main topic of 
investigation when carrying out a project of dwelling. Focus on func-
tionality was no longer deemed a degrading property, but was rath-
er celebrated as a relief from earlier speculations and quarrels over 
aesthetics in architecture as well as endless considerations of proper 
ways of placing and decorating columns and pediments to arrive at 
some sacred truth of antiquity. Functionality was to free architecture 
from the role of being an emotional act of an artist, and rather enabled 
consideration of the practice with clearly more refined and rational 
attitude and intellects of an engineer. Architecture was actually pre-
ferred as a distinct branch of engineering and that modern architects 
were indeed obliged to catch up with the ingenious engineers.

Industrial revolution had given birth to this new breed of master build-
ers, who in their trade paid no attention on the typical discourses of 
styles and aesthetic orders, who completed their task with precision 
and awe inspiring certainty truly without surplus elements of dubi-
ous origins and purpose, and who by doing so, seemed to unwittingly 
having understood and internalized the core moral of Laugier’s prim-
itive hut of reduction, refinement and essential utility. Le Corbusier, a 

devoted admirer of efficiency and reason in architecture, proclaimed 
that “we no longer have the money to erect historical souvenirs. At 
the same time, everyone needs to wash! Our engineers provide for 
these things and so they will be our builders.”16 The achievements of 
engineers, that were to operate as the new primary goal for modern 
architects, were first admired in purely utilitarian buildings, such as 
factories and warehouses, as well as in structures and technical inno-
vations such as bridges, airplanes and grain elevators. 

Houses, dwellings for men instead of machines, were not yet the pro-
tagonists in engineers’ formidable resumes, and inspired by engineers’ 
advancement with other structures and building typologies, modern 
architects wished to develop also this fundamental typology of dwell-
ing in the similar ethos of efficiency. However, such goals aroused 
again a question of house’s function and fundamental objective. 
Whereas factories and train stations held comparably simple functions 
and clearly identifiable objectives concerning their performance that 
could be rather easily measured and thus optimized, identifying sim-
ilar function for a house become a key criterion for the new archi-
tecture more suitable for modern men, for the house was wished to 
be as solvable as a turbine of an airplane. Corbusier, in his theorem 
for new architecture, arrived ‘scientifically’ in quite a kindred view 
of the function of a house with the one of Laugier’s, with the aspect 
of physical control playing the main role: house’s function was to 
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provide “A shelter against heat, cold, rain, thieves and the inquisitive. 
A receptacle for light and sun. Certain number of cells appropriated to 
cooking, work and personal life.”17

The third main aspects of a house’s function provided by Corbusi-
er draws attention on the functional framework of various task and 
activities that need to be accommodated by the house. Governed by 
the functionalist quest for efficiency, the identification of the truly 
necessary activities was of paramount importance, as the engineer re-
quired a clear functional diagram, on which they could base a house 
as efficient and economic as possible under the given basic demands. 
Hannes Meyer, the head of Bauhaus from 1928 to 1930, had faith in 
such functional ‘interpretation of architecture as giving shape to the 
functions of life’ in ‘logically leading to pure construction’, and sug-
gested the following list of basic functionalities and properties to serve 
as the only motives for building a house: sex life, sleeping habits, pets, 
gardening, personal hygiene, weather protection, hygiene in the home, 
car maintenance, cooking, heating, exposure to the sun, and service.18

And in accordance to the creed of efficiency and optimization, fue-
led with post-war housing shortage and limited funds, each of these 
functions of a proper house should then be tackled in a general and 
repeatable, yet highly specific and scientifically proven manner. In or-
der to make the task more linear, each one of the core functions were 
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to be solved first separately in a clinical vacuum undisturbed by other 
occupations of the house. The tasks and functions of a dwelling, of a 
household, were to be treated in a similar ethos as the tasks executed 
in the modern factories. The Frankfurt Kitchen, designed by Austrian 
architect Margarete Schütte-Lihotzky in 1926, serves as a prime ex-
ample of such strive for resolving the project of dwelling as a series of 
strictly defined, autonomous functional spaces.19 The kitchen was de-
signed for Ernst May’s social housing project in Frankfurt for working 
class families with an inherently restrictive budget. Schütte-Lihotz-
ky’s concept for the kitchen differed from the erstwhile kitchen spaces 
of working class apartments precisely in its functional differentiation, 
as the kitchen in typical worker family’s two room apartments served 
not only the task of processing and preparing food, but also other do-
mestic functions such as dining, sleeping and bathing.

Departing from such concept of indifferent functionality of a do-
mestic space, Schütte-Lihotzky strived to perfect the core task of the 
kitchen, namely cooking, and her design for the kitchen space was a 
small compact room separated from other rooms of the apartment, 
that would only house the necessary function and the equipment it es-
sentially required. The work, being of primary importance, was to be 
separated from relaxing, company and pleasures, that only held sec-
ondary importance in a properly functioning household. The tasks and 
processes of kitchen were carefully analyzed and time-motion studies 

were conducted to determine the optimal time spent with these tasks, 
as well as their relations and distances between them, to reach a “per-
fect” layout that would in the best way suit the workflows operated in 
the room. The design and its methodology owe much to the ideas of 
spatial and functional optimizations presented by Frederick Winslow 
Taylor in the beginning of the 20th century, who inspected factories 
and office spaces and the tasks and routines of their workers, with an 
objective of refining said processes for maximum efficiency and pro-
ductivity. Schütte-Lihotzky identified the occupations of a dwelling 
and of a household to be of equal gravity to those executed in indus-
trial facilities, and thus equally in need of rational and scientific opti-
mization. A house should function like a factory, with its inhabitants 
effectively contributing to the execution of the house’s domestic task.

The Frankfurt kitchen played a pivotal role in the quest of modernist 
functionalism of resolving and rationalizing the project of dwelling. 
The scientifically solved and proven kitchen provided a practical ref-
erence for the nature of the new dwelling that would initially match 
the formidable achievements of the engineers with their silos, facto-
ries and ocean cruisers. The restrictive budget, abundance of resources 
and the necessity of new domiciles were clearly a similar motivator 
for the development of the initial character of dwelling as war was 
for that of airplanes, as demanded by Corbusier of modern architec-
ture of dwelling. Corbusier accused his contemporaries for laziness 
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and confusion in the face of post-war situation of massive housing 
shortage presenting an equal possibility for the evolution of dwelling, 
matching the development gone through by airplanes. As the key for 
development with airplanes, Corbusier presented the recognition of 
the initial idea behind the airplane, as seeing in a plane no bird or 
dragonfly, but a machine for flying.20 The recognition of the essential 
task of the airplane residing beyond its representational image and 
evident appearance enabled its true problematics to be thought out and 
optimally solved. The identification of task essentially precedes solu-
tion. Schütte-Lihotzky must have then recognized the task of house 
and more precisely that of the kitchen room, which inherently led to 
the possibility of solution. Whereas Schütte-Lihotzky took industrial 
factories and office spaces as a prime reference for her kitchen design, 
as institutions of production of labor, Corbusier identified the very 
nature of house in a machine and thus rendering its whole task equally 
solvable and endlessly optimizable.

Evidently inspired by Laugier’s essay and other tales of architecture’s 
origins, Le Corbusier set out to argue in his ambitious treatise 
Towards New Architecture for his faith in importance of constant re-
finement and evolution of architecture by introducing his own figura-
tive primitive man through a brief narrative describing the primitive 
constructing a rudimentary, yet oddly articulated house or tent struc-
ture of square, hexagon or octagon form, surrounded with a regulated 
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palisade of equal angles. Appealing to some archeological findings, 
Corbusier argues the same principle to be found equally in the Pom-
peian house as well as in the Temple of Luxor. The fundamental argu-
ment of the metaphorical narrative proposes that there are and never 
have been primitive man or primitive ideas, but primitive means and 
primitive resources. The ideas, namely the idea of a house or a temple, 
have remained unaltered through ages, being constant and in full sway 
from the beginning, whereas merely the level of accuracy and perfec-
tion in executing these ideas has evolved.21 This stance of Corbusier 
reverberates rather directly with the ethos of Laugier’s primitive hut as 
a point of origin from which forward, infinitely better houses should 
be conducted, as argued by Chambers in his celebration of evolving 
expertise of people. The first hut is thus arguably merely a first pro-
totype in giving a more correct form for the initial idea of the house.

Corbusier furthers his argument with an analogy of the Greek Temple 
and the automobile. As both examples testify ingenuity and strive for 
constant refinement and fixing of a standard, the crucial difference 
between the temple and the car is supposedly that the temple has al-
ready found its climax, in construction of Parthenon, while the car 
is still evolving.22 Although evolution and progress are ennobled by 
Corbusier as qualities of utmost and primary importance, the progress 
is evidently after all only means to an end, to achieving Parthenon. 
Such climax, a point of perfection is clearly not yet reached by the de-

velopment of the automobile. Although, the task of the automobile has 
now been defined, which enables its evolution that will undoubtedly 
at some point lead into perfecting and fixing its standard. The project 
of dwelling desperately needed to be forwarded into such stream of 
selection based progress.

In addition to the strive for identifying the framework of absolute ne-
cessity and essentials of dwelling, Modernist functionalism adopted 
also its fascination for universality and generalization of habitat from 
its figurative precursor, the primitive hut. The undeniable objective 
present in Laugier’s theorem is the attainment of a correct way of 
building and designing houses, reaching some fundamental procedure 
through which a building task could and should be completed, regard-
less of the context of place and culture. Motivated by the eminent 
threat of nature, one built one’s first house in a pure natural manner 
without caprice or vanity, and on this structure of paramount impor-
tance, one is to base all one’s future endeavors with the art of building. 
From this definite point of origin, one is to conduct the true architec-
tonic orders and their correct proportions and uses. Would this then, 
not judge any process leading to somehow different outcomes than 
those described in the Essay, since they would have obviously mis-
read the hut, or worse, had not even taken it into account at all in their 
pursuits? Without explicitly indicating such position, Laugier’s essay 
condemns by its logic all cultural and regional effects and variations in 
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architecture and implies the primitive hut to be an accurate precursor 
for all buildings, so that houses built in France, Libya and Iceland, for 
instance, would have no reason to differ from each other, except may-
be in their level of advancement and optimization.

In a striking contrast to such strive for a general, universal origin story 
and the fate of architecture presented in the essay, Laugier’s formula-
tion of his theoretical first house could actually be easily accused of 
strong regionalism and of influence of his cultural and secular context. 
Living in France where forests and groves were naturally a regional 
commodity, must have prominently influenced the house’s natural or-
igins being a practice of erecting tree trunks and piling branches and 
leaves. Had Laugier had further interest in historical correctness of 
his hut and in questioning his own contextual tendencies, he might 
have reached a somewhat different natural precursor for architecture 
through the study of different, earlier inhabited regions and the natural 
materials available for building there.

Despite the questionable integrity of Laugier’s formulation for the uni-
versal model for architecture, the concept of universality was distinct-
ly presented in his essay and the primitive hut provided an iconic and 
highly intriguing advocate for the concept, with its purity repelling the 
defects of pagan and less evolved Papuans23 and their uncivilized tink-
ering with excessive ornamentation and incorrect architectural orders. 
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Modern movement of the early 20th century must have found such 
property very inspiring and fitting in accordance with the formula-
tion of the International Style, the style dedicated in providing modern 
men with heightened ethics of a transparent and architecturally puri-
fied society, in hopes of cultivating a New Universal Man24  uncon-
cerned with the defective tendencies of his less-evolved predecessors.

Villa Savoy in Poissy serves as a prime specimen of Corbusier’s ideal 
dwelling and general early modernist ideology of utility and univer-
sality, built based on the task of the house identified by Corbusier in 
sheltering, reception of sunlight and provision of specific rooms for 
house’s specific functions, manifesting his Five Points of Architec-
ture; pilotis, open plan, free façade, horizontal ribbon windows and 
the roof garden.25 In Villa Savoy, we also recognize striking conceptu-
al similarity to Laugier’s primitive hut. The house itself, through the 
application of the pilotis, is raised from the ground, defining a clear 
separation between the individual and their surroundings, between 
human and nature. One is thus sheltered from malicious nature, as 
the house conquers its natural setting, figuratively ready to embark to 
conquest another sites if need or fancy would so command.

A feature common equally to the concept of primitive hut and mod-
ernist functionalism that has basically adopted and developed its char-
acter from the former one’s emphasis on necessity and shelter, is the 

conception of one’s relationship to one’s habitat in a form of habitat 
being subject to one and one’s needs and preferences. One creates the 
house to serve as a functional entity tackling the issues presented by 
their broader environment and nature. The act of building is consid-
ered to be one’s primary means of adaptation, and once the most prim-
itive needs have been addressed, one seeks to further improve one’s 
habitat in order to provide for their more specific needs and in time for 
their fancies. Architectural orders and rules derived from the concept 
of primitive hut, as well as functionalism with its goal of identifying 
and sating general human needs in the simplest and most refined man-
ner, share a belief in an absolute truth and form that would be suitable 
for every location and every being; a vision of a hut with which one is 
able to conquer and domesticate any location in space and time, with-
out being subject to the qualities of one’s environment.

The ultimate goal seems to be releasing human beings from their need 
of adaptation, as the act of inhabitation is generalized and made ef-
fortless as well as ultimately indifferent. One would no longer need to 
trouble themselves about their most immediate surroundings or their 
way of life. The primitive man in Laugier’s origin story for architec-
ture finds his surroundings, forests and caves, even as pristine as they 
are presented, unsuitable for his needs and preferences. And instead 
of making attempts to improve these already existing, yet somewhat 
insufficient spatial settings, he creates one of his own. The primitive 
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man claims adaptation to his environment impossible and instead 
adapts his environment to his own preferences. A return to Rousseau’s 
riverbank is beyond his reach and hardly ever was his objective.

Such conception of architecture, in which the formulation of the house 
in the image of its initial habitant is considered the fundamental con-
cern of architecture, fails to grasp the consecutive character and effects 
of that architecture. The creation of habitat is given great emphasis 
over the actual act of habitation, and satisfying the needs of the ‘first 
man’ and the general functionality derived from them were considered 
the unquestioned objective of architecture. From such point of depar-
ture, pursuit for general characteristics and requirements of habitation 
seemed for Modernist functionalists to be a logical consequence and 
a step towards discovering an “ideal” house. Regardless of extensive 
studies concerning humans’ anthropological and societal nature, spa-
tial proportions and requirements, no inclusive, actual architectural 
model has been reached to this date, that would crystallize an “ideal” 
dwelling and a condition for a human being, that could have stood the 
test of time.

Although the thesis has concerned with the evolved conception of 
dwelling based figuratively on the primitive hut and one’s immediate 
relationship with one’s habitat, and might have thus surmised a false 
trust in the discourse of architecture being prominently interested in 
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the actual act of dwelling, it is considered noteworthy to reflect on 
the historic position of dwelling and housing design in the tradition 
of Western architecture. Up until the industrial revolution, architec-
ture’s interest for houses was mainly limited to erecting gorgeous, 
awe-inspiring palaces and villas for the rich. With the project of villas, 
dwelling and its nature were naturally of lesser importance, for the 
representation of the owner’s status and wealth played significantly 
more essential role in the house’s character. For instance, Laugier dis-
cusses exclusively the grand apartments of kings and noblemen as he 
formulates conditions for proper dwelling26, whereas in the other hand 
the houses of the poor “must retain something of poverty”27, to com-
municate their financial and societal status. The houses of the common 
people were correspondingly outside the scope of architect’s interest, 
and were mostly built and “designed” by the inhabitants themselves, 
resulting in more or less uninterrupted vernacular tradition of building.

Neither were Laugier’s essay and its primitive hut intended as a prim-
er for those erstwhile, actually primeval and arguably rather natural 
dwellings, but for churches and the houses of the nobility. The de-
scendants of the ingenious primitive man were not to be found among 
the common folk who still built their humble houses in the manner 
of their grandfathers, using what little their environment and status 
provided them with. Laugier, per his time and cultural context, was 
more keen on providing instructions for the nature of décor and oth-

er representational properties involved with the grander architectural 
endeavors than those of a house, as the problems of dwelling were 
simply beneath architects’ occupation, although the hut as the essay’s 
sanctified protagonist might have suggested otherwise.

It was only during the industrial revolution as unprecedented number 
of people, or rather workforce, needed to be relocated and housed for 
the purposes of newfound sectors of economy and production, that 
the houses and dwellings of common people became of any concern 
among architects and planners of new cities, as the implementation of 
new houses in such quantity could no longer be trusted for the un-ed-
ucated masses themselves, who were only accustomed to their former 
rural domiciles. And during this necessity motivated practice of relo-
cating former workforce of agriculture into more efficient urban struc-
tures, the infrastructure orientated nature of the project of dwelling was 
prominently establish in Western society and architectural discourse, 
as a calculative, optimization focused medium of housing masses and 
persistently turning its back on the actual concerns of human habitat. 
Basing their pursuits on such conception of dwelling, modernist architects 
swearing by the tenets of functionalism, proceeded with the same equation, 
although having more interest in the well-being of the inhabitants they were 
to impose their designs on, at least in terms of hygiene, ergonomics and 
time-motion studied workflows as means of acquiring maximum produc-
tivity not only in factories but in the households as well.
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the cave

“For there is nothing either good or bad, but thinking 
makes it so.”28
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In his lecture in Harvard University in 2011, Sou Fujimoto introduced 
his conceptual division of architecture into two fundamental main ty-
pologies: nests and caves.29 Fujimoto described nests to represent the 
sort of architecture that is primarily tailored for human use. Nests con-
quer and adapt natural conditions and spatial qualities to fit the specif-
ic needs of human habitat and furthermore human desires. In a way, 
Fujimoto’s conception of this typology of nest represents precisely the 
overarching attitude and direction of thought common to western ar-
chitecture, promoted by the concept of primitive hut and generalizing 
functionality. Caves in other hand represent spatial constructions that 
have more primeval status as human being’s first shelter, and that hold, 
in some degree, higher hierarchy in relationship with human habitat. 
Caves stand for a priori situation and context, into which one seeks to 
adjust one’s needs. Since caves are not designed or prepared for hu-
man habitat, they require more active reading of the given spatial con-
dition, in order for one to realize their possibilities in given situation. 
Fujimoto describes awkwardness and confusion associated with the 
first encounter with such spatial condition, that is gradually, with time, 
followed by a discovery of the possibilities and potential of that space. 
Thus, the typology of cave promotes more delicate and immediate re-
lationship and awareness of one’s environment, completely neglected 
in the discipline of placing the greatest importance on pleasing one’s 
immediate and superficial expectations of one’s environment.

The vague, undecided character of Fujimoto’s cave challenges the 
Western conception of architecture being able to constitute for a per-
fect, stable spatial condition for the inhabitant. The cave combats the 
idea of architectural experience being common for all people, so that 
the architecture is able to define its relationship with its habitant on its 
own qualities regardless of the habitant’s interpretation or reading of 
the space in question. Such concept proposes greater gravity for the 
inhabitant’s role in architectural experience.

Based on the previously found shortcomings of primarily functional 
and optimization focused architectural conception, and inspired by the 
spirit of Fujimoto’s analogy, the thesis extends its pursuit for time-
less qualities by investigating the topic from the viewpoint of more 
relational comprehension of architecture, placing greater importance 
on the relationship of the architecture and its inhabitant. The third es-
say focuses on studying several prominent ideas of inhabitant’s role 
in architectural experience; the subjective, relative character the user 
places on the phenomena one encounters. The essay seeks to critically 
assess the possibilities for precision in architectural communication 
and its capacity of defining “correct” use or reading for spaces and 
objects regardless of the shifting fancies, needs and both cultural and 
regional preferences of the inhabitants.
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Christian Norberg-Schulz considers attitude, or orientation, signifi-
cant factor in architectural experience.30 Norberg-Schulz argues that 
the perception of one’s environment provides one alone with no abso-
lute, objective character of the matters one witnesses. The character of 
perceived reality is arguably even more dependent on the individual’s 
attitude than one’s perception, and thus one can actually alter one’s en-
vironment and things one encounters by changing one’s attitude. Nor-
berg-Schulz, recognizing the subjective and flickering nature of atti-
tude as individual’s own attribute independent of the actual attributes 
of the encountered objects and phenomena, stresses the importance of 
understanding the active character of perception and its dependency 
on one’s attitude. In order to further stress that importance, word ‘in-
tention’ is used in place of attitude.

Norberg-Schulz argues that while one’s everyday situations and en-
vironment require less active interpretation of matters and that one’s 
systematic attitude precisely has evolved to tackle these situations in 
order to cope in life, more active ‘intention’ is required as one en-
counters phenomena that is not common to one’s everyday life and 
one’s personal set of experiences. In such situations, if one seeks to 
actually comprehend the phenomena presented, one needs to actively 
challenge one’s intuitive attitude and primary reading of the situation, 
as one’s attitude is constantly influenced by exterior, in many cases 
superfluous and arbitrary stimuli. Such personal reflection on one’s 
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attitude is necessary, as one’s attitude reveals nothing of the properties 
of the phenomena that is encountered, but merely of one’s own sub-
jective qualities and learned system of preference and hierarchy. This 
suggests alternative conception on the qualities of architecture and 
ways of its evaluation, as we comprehend the quality to be dependent 
mostly of exterior factors and different models of assessment. A space 
or object one encounters, is objectively neither ‘good’ nor ‘bad’ on its 
own merit, it merely is. Neither is that space or object ‘beautiful’ nor 
‘ugly’, for all these descriptions are dependent on a system of refer-
ence that is either subjective quality of the individual committing to 
the evaluation, or, more commonly, a shared, more or less conscious 
agreement between people with similar cultural background and ex-
perience.

This questions the constant conception of contemporary as well as 
earlier architects that architecture could provide for an objectively 
good and utterly beneficial model of habitat, a certain spatial or for-
mal system that would be commonly accepted and understood. To cer-
tain extent such goal is achievable, if one commits to analyzing a set 
of individuals and their personal preferences and shared cultural ori-
entation and ways of evaluation commanded by former, and through 
such analysis to provide a model of habitat that in the best possible 
way addresses the found demands and systems of preference. Such 
approach is recently argued for also, for instance, in a much cherished 

essay What Starbucks Gets that Architects Don’t by Christine Out-
ram.31 Outram accuses architects for not taking people’s wishes into 
account in their designs, and to argue for her stance, draws a compar-
ison to a design choice made by Starbucks in their cafés of utilizing 
round tables instead of rectangular based on a study on actual custom-
er preferences. Through this comparison, Outram demands architects 
to extensively start utilizing the latest technology to gather up-to-date 
information of people’s preferences and latest wishes, and to use this 
data as a primary tool in informing their designs. Similar emphasis for 
precisely analyzing the preferences and demands of the initial users, 
inhabitants and customers of the proposed architecture is shared by the 
lately more popularity and interest gathered strategy of collaborative 
design, in which the inhabitants participate more actively in the design 
process of their habitat.

The strategy of collaborative design and the focus on the information 
gathered from the actual, recent subjects of the architecture do appear 
salutary as means of coming up with designs with which people more 
generally agree upon. Such approach undeniably offers also an alter-
native to modernism’s tendency of disregarding natural differences 
among people in an attempt of formulating an “ideal” dwelling for a 
generalized human being. However, the emphasis on the most recent 
preferences of the initial inhabitants as an architectural strategy turns 
out to be problematic and insufficient for the formulation of the Time-
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less House. As time enters the equation and more persistent model is 
pursued, such approach proves soon ineffective and misguided. Due to 
the shifting nature of personal preferences and cultural development 
altering the earlier systems of hierarchies of aesthetics and necessity, 
a house formulated to precisely tackle the demands of its initial inhab-
itants, will undoubtedly fail in addressing the fancies of later genera-
tions of inhabitants. The highly secular and constantly shifting nature 
of preferences of the contemporary clientele and the statistic majority 
is equally found problematic in informing lasting quality in architec-
ture, in Andrew Leach’s essay Huh? Wow ≠ Wow! Huh?, in which 
Leach meditates on the elusive definition of quality and its usual de-
pendency on the secularity of cultural context.32 Leach draws attention 
on the inevitable failure of architecture directly tailored for its initial 
inhabitants, for its first man, in retaining its originally intended and 
uniquely customized quality beyond the use of that first inhabitant.

“People can inhabit anything. And they can be miserable in anything 
and ecstatic in anything. More and more I think that architecture has 
nothing to do with it. Of course, that’s both liberating and alarming.”33

In an interview in 1996, Rem Koolhaas meditates on architecture’s 
role in guaranteeing the satisfaction and happiness of its inhabitants. 
Koolhaas proposes radical statement claiming architects to be com-
pletely devoid of means in shaping the lives of people inhabiting their 
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architecture. The statement proves interesting for the thesis, as it fun-
damentally addresses the communicative qualities of architecture and 
places greater gravity on the inhabitants’ role in producing satisfactory 
experience for themselves in the framework provided by architecture. 
The statement can, in one hand, be read as a mournful realization of 
architecture’s limited capacities in communicating exact ideas and 
sentiments; the capacity that will also undoubtedly further weaken as 
more time passes from its initial execution.

One can feel sorrow and grief in the most luxurious of apartments, 
sink in deep anguish while being surrounded by tasteful and exquisite 
materials and details, and experience disorientation and feel mentally 
lost in the most functional of the contemporary dwellings. Yet, one 
can also find solace and relief in the most banal and artistically com-
promised dwellings, and cherish the sense of home and security in 
the cheapest possible, greedily mass-produced apartments. Such un-
derstanding of architecture’s notional insignificance in addressing the 
quality of dwelling could at first feel withering and discouraging, but 
as we have already observed in inspecting Fujimoto’s cave analogy 
and Norberg-Schulz´s stressing of the importance of inhabitant’s own 
qualities, such conception only seems natural, and after second con-
sideration and reading, even liberating. Through the understanding of 
architecture’s inevitable shortcomings in addressing the specific senti-
mental needs of its inhabitants in an autonomous manner, architecture 

and its overall conception as a provider of dwelling are freed from 
the responsibility of fulfilling certain specific requirements culturally 
set for “proper living”. One’s happiness as a dweller is to no account 
dependent on their dwelling’s capacity of meeting any cultural or sty-
listic dogmas, or of repeating some functional status quo set by the 
market and statistical majority.

Another significant thought that can be read from Koolhaas’ interview, 
is the concept of adaptation, and most remarkably the adaptive quali-
ties of the dweller, not those of the dwelling. As earlier remarked, con-
temporary conception of housing stresses the need for houses to adapt 
and evolve to match the increasing needs of their inhabitants. As new 
preferences and domestic needs are born and existing ones evolve, the 
housing industry tackles these needs by proposing “new” and “better” 
versions of the existing housing stock to specifically tackle these new 
fancies, thus contributing to ever accelerating need to get rid of older 
houses, which no longer meet the expectations of the clientele. Such 
policy neglects the adaptive qualities of the dwellers, even encour-
aging them to laziness of interpretation and convincing them of their 
right to get matters ready chewed and curated for them.

The discussed shortcomings of generalizing, utilitarian modern ap-
proach to dwelling in providing continuously optimal habitat inde-
pendent of the inhabitant’s own qualities and adaptive nature, echoes 
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tenets of Martin Heidegger in his lecture Building, Dwelling, Thinking 
given in 1951, as he demands attention on tackling the “real plight 
of dwelling”.34 Whereas modernists focused after the World Wars 
practically on inventing more efficient models of housing and their 
construction due to dire, sudden demand in accommodation of pop-
ulation, Heidegger claimed the actual crisis of dwelling not to lie in 
tackling the shortage of housing, but in one’s need of actually learning 
to dwell.

“However hard and bitter, however hampering and threatening the lack 
of houses remains, the real plight of dwelling does not lie merely in a lack 
of houses. The real plight of dwelling is indeed older than the world wars 
with their destruction, older also than the increase of the earth’s popula-
tion and the condition of the industrial workers. The real dwelling plight 
lies in this, that mortals ever search anew for the nature of dwelling, that 
they must ever learn to dwell.”35

Heidegger begins his proposal for the pursued rediscovered capacity 
of authentic dwelling with a reference to an Old English and High 
German word bauen, which he comprehends to cover in its etymolog-
ical presence not only building and dwelling, but also being. Providing 
the dwelling with the principal importance among the three, Heideg-
ger argues the main feature of dwelling to be to “preserve and care for, 
to allow things to exist in their essence”, and what is to be preserved 
is individual’s connection with the fourfold: earth, sky, divinities and 
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mortals.36 Heidegger considers the ultimate objective of authentic 
dwelling the connection with the fourfold, as humans as mortals are 
in the fourfold only by dwelling, and dwelling to Heidegger is also 
preserving, preserving the fourfold in its “essential being”. To dwell 
within fourfold, one is to save the earth instead of pursuing to subju-
gate and master it (a tendency prominently recognized in the character 
of primitive hut and its aspiration for separation between nature and 
human), to receive the sky as sky, by not trying to rob the seasons and 
times of day their authority, to await the divinities as divinities and 
instead not make idols and gods for themselves, and to, perhaps most 
essentially, being capable of death as death, to accept one’s temporali-
ty as a prior means for tackling the pressing terror of time.

But mere staying with the entities of fourfold is not possible for mor-
tals, for dwelling is itself always a staying with things, and dwelling 
within fourfold is made possible only by manifesting the fourfold in 
things, namely by building.37 The task of building, to Heidegger, is 
that of letting dwell, and this objective is to be attained by building’s 
capacity of opening the world, or rather bringing it forth, making it 
appear. Yet the building is only made possible if one first is capable of 
dwelling.38 And to dwell, one is to be sufficiently open to the funda-
mental dimensions of being as presented by Heidegger in his proposal 
of the fourfold. The plight of dwelling to which Heidegger refers, has 
to do foremost with contemporary culture’s forgetfulness of the being 

as people are no longer open to the fourfold; an issue argued to be 
caused by modernity with its emphasis on utility and instrumentalist 
attitude.

As a device for one to rediscover one’s connection with the four-
fold and again learning to dwell, Heidegger discusses functional and 
non-functional, useful and useless presence of things, in respect with 
the demand for architecture and dwelling in revealing the world.39 To 
great extent, Heidegger considers technology and functionalist atti-
tude to housing having caused the crisis with dwelling. The approach 
basing dwelling on instrumentalist considerations of usefulness and 
efficiency does not contribute to one’s cautiousness and openness to 
one’s habitat, thus rendering it impossible for one to save the earth, 
receive heaven as heaven, await the divinities as divinities and being 
capable of death as death.40 Instead of opening the world to dweller, 
primarily functional house conceals it behind mundane everyday ac-
tivities, as the house requires no intentional attitude from its inhabitant 
for the way the house is meant to be inhabited is clearly informed by 
its technical approach. A nonfunctional house, in another hand, re-
moves one from everyday and commonplace, losing its immediate 
contextuality and setting itself in a more confrontational relationship 
with individual, to be inspected and reassessed. Such house as a non-
functional entity requires more intentional attitude from its inhabitant, 
thus contributing to one’s openness and cautiousness essential in learn-
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ing to dwell authentically. As formulated in Being and Time, useless 
things can emerge and attain conspicuousness in several ways, hence 
being capable of opening the world and bringing it forth through the 
heightened awareness of their existence and nature. For instance, a 
useful thing can lose its usefulness and turn useless or non-functional 
as it appears to be damaged or otherwise no longer sufficient for cer-
tain pre-imposed activity. As the entity loses its usefulness, it becomes 
conspicuous, thus placing itself confrontationally in respect to its user, 
demanding greater attention to its state of being.41

Heidegger’s philosophical inquiry on the nature of dwelling is consid-
ered here relevant for the topic of the Timeless House, for it draws at-
tention on the individual’s responsibility in learning openness to one’s 
environment in order to dwell authentically, as well as on the alleged 
shortcoming of modern architecture and its industrialist approach to 
dwelling. Heidegger’s conception of authentic dwelling requiring in-
tentional attitude of the dweller themselves is here interpreted to align 
with formerly presented conceptions of Fujimoto and Norberg-Schulz. 
The critique Heidegger presents against the technological nature of his 
contemporary modern housing can be argued to find its figurative tar-
get in Laugier’s primitive hut and the current crisis with dwelling as a 
result of the development put forward in the enlightened idea of noble 
savage dominating his environment with a technical tool, the hut.
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The impact Heidegger’s philosophy and especially his thoughts on 
the nature of dwelling, have had an enormous impact on the western 
conception and theory of architecture. Together with the philosophy 
of Edmund Husserl who presumably first introduced the term of phe-
nomenology, Heidegger’s influence is most evidently recognized as a 
founding reference for phenomenology in architecture, that seeks to 
formulate an alternative approach to architecture based on one’s ac-
tual experience with the phenomena one encounters. Unlike Husserl, 
Heidegger directly attached the concept of phenomenology to archi-
tecture, making the concept much more inviting and appealing for the 
architects to consider. The recognition of modernism’s and functional-
ism’s shortcoming in their pursuits of generalizing universal language 
of architecture and rationally founded ideal habitat, had established 
fertile ideological grounds among architectural theory and practice for 
Heidegger’s philosophy formulated on the critique of disadvantages 
of technical approach to architecture and in general to one’s experi-
ence with one’s environment.

The human experience oriented nature of Heidegger’s phenomenolog-
ical approach to being was adopted into their thinking and forwarded 
in their works investigating the topic from varying perspectives by 
several philosophers and architects, most notably by Maurice Mar-
leau-Ponty in Phenomenology of Perception42, by Gaston Bachelard 
in Poetics of Space43, by Norberg-Schulz in Genius Loci: Towards a 

Phenomenology of Architecture44 and by Juhani Pallasmaa in The Eyes 
of the Skin: Architecture and the Senses45. References to Heidegger’s 
philosophy and approach to one’s interaction with one’s environment 
are also to be found, for instance, in architecture of Alvar Aalto and 
Peter Zumthor.46

Recognizing Heidegger’s prominent influence on the Western con-
ception of architecture and phenomenology’s evident connection also 
with the topic of the Timeless House, the thesis, however, intentional-
ly avoids the attempts at conducting further, more conclusive analysis 
on Heidegger’s philosophy, for such analysis, in order to be actually 
comprehensive, would majorly sidetrack the actual investigation of 
the thesis. Heidegger’s influence on architecture is exceedingly fur-
ther analyzed and discussed, for instance, by Karsten Harries repeat-
edly in his formidable variety of essays and articles as well as in his 
work The Ethical Function of Architecture47, and in Finland by Pekka 
Passinmäki in his two books Arkkitehtuurin unohtunut ethos. Tutk-
ielma Martin Heideggerin ajatusten soveltamisesta arkkitehtuurin 
tarkasteluun48 and Arkkitehtuurin uusi poetiikka49 which both revolve 
precisely around Heidegger’s influence on architectural theory and 
practice. In the context of this thesis, it is also relevant to heed Heideg-
ger’s own notice in the beginning of his Building, Dwelling, Thinking, 
in which he advices his audience not to consider his meditations on 
the subject as any sort of guidance for building or designing in actual 
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practice, but precisely as philosophical inquiry on the more fundamen-
tal matters involved with these activities.50

With similar interest in one’s adaptive qualities and recognition of in-
evitably changing needs and preferences condemning any attempt of 
ever reaching a specifically utilitarian ideal house in a functionalist 
manner capable of retaining its validity through time, Richard Pado-
van discusses a concept of a ‘habitable ruin’51, as a sort of an antithesis 
for the general Modernist conception of dwelling’s utilitarian purpose, 
and as a figurative alternative to the primitive hut, much like Fujimo-
to’s cave analogue. Padovan bases the idea of the habitable ruin on 
architecture that has lost its original or intended utilitarian character, 
by citing Louis Kahn: “A building that has become ruin is again free 
of the bondage of use.”52 Such testimony stands in a clear contrast to 
the emphasis on functionality in Modern movement, as the use and ne-
cessity are portrayed here as something negative and restrictive, some-
thing the house would be happy to be freed from. Kahn’s recognition 
of the ruin as a state of lost pre-imposed functionality echoes equally 
Heidegger’s analysis of useful entity’s fall into state of disrepair en-
abling conspicuous character inviting more intentional appropriation 
of the matter at hand. As the result of such liberation from the oppres-
sive clutches of proper functionality, the architecture would be free to 
express its essential, architectonic properties that “transcend function 
and circumstances.”53
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The actual, or rather, the figurative ruination of a house reveals the true 
spatial and tectonic qualities of the house, as there no longer would be 
imperative functionalist agenda for the house and its rooms, and the 
house would be free to be assessed and interpreted by the dwellers 
for a wider, more varied set of occupations and uses. Functionalism’s 
preference for perfected solutions for specific purposes, such as con-
sidering a kitchen merely as a mechanical utilitarian space for prepar-
ing food in the most efficient and orchestrated manner or stairs merely 
as means of vertical transportation, fails in such state of ruination and 
instead of proving malleable and adaptive, permissive for different 
uses and expanded duration, serves only as a remnant of some his-
torical conception of an ideal state of things already abandoned by 
contemporary generations.

Functionalist architecture of specific, optimized functions proves 
un-resistant to changes in function, as their state of momentary per-
fection and correctness welcome no alteration and possess no leeway 
in their spatial configuration. A functionalist kitchen is unlikely to 
serve any other purpose, including a function of a newer kitchen with 
different equipment requiring different dimensions. The analogue of 
ruin proposes houses and their rooms not to be too specifically tailored 
for certain uses, but to rather have a loose fit, leaving room for future 
adaptation and reassessment. As spaces would no longer be defined in 
first hand through their originally intended utilitarian purposes, they 

reveal their true selves as spaces, that have no obligation or restric-
tions to certain functions, but that can be, through active engagement 
and act of interpretation from the inhabitant’s behalf, maintained in 
use as human habitat regardless of their historical position and origins.

Such concept of habitable ruin as a space or structure revealing no 
fixed function as their point of origin, finds similar response in works 
and thoughts of Aldo Rossi, as he cites actual historical ruins that have 
been over time adapted to a variety of different uses, such as Piazza 
dell’Anfiteatro in Lucca built according to the elliptical shape of a for-
mer Roman Amphitheatre, or Diocletian’s palace in Croatia.54

Diocletian’s palace is one of the best preserved urban structures of 
Roman architecture, built at the turn of the fourth century AD original-
ly as a combination of a military garrison and a luxurious retirement 
palace for the Roman Emperor Diocletian. The complex is an uneven 
square by plan, divided into four parts with two streets axes and a 
peristyle square in the center where these axes meet. The palace has 
through its history served a variety of functions and occupations much 
differing from its initial ones, remaining continuously occupied. First 
after Diocletian’s death the palace housed the exiled imperial family, 
later in 7th century refugees from the nearby, sacked city of Salona, 
becoming a medieval town and later a Renaissance regional center and 
to this date a center of major city developed around and inside its still 
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evident formal boundaries. The mausoleum has been converted into a 
Christian cathedral, the central peristyle courtyard has been utilized 
as a baptistery and bustling public square, apartments and shops have 
been constructed within the palace and directly in its walls, the emper-
or’s apartments and their remains forming the structural framework 
for the residential area within the palace’s boundaries.55 Despite the 
numerous alterations and additional constructions, the core elements 
and formal attributes of the original palace are still present in the pal-
ace’s contemporary condition, just as the former amphitheater is still 
recognizable in Lucca.

As a reason for such adaptability and extended life in human use of 
these structures, Rossi proposes their “functionally indifferent forms” 
that offer “potentially the greatest freedom of arrangement, and more 
generally the greatest functional freedom.”56 Diocletian’s palace pro-
vided structure and spatial complex strong and definite enough, yet 
also sufficiently varied, diverse and open-ended, that enabled the 
structure to be habited and claimed by multitude of generations with 
different practical demands and foreign cultural backgrounds. Rossi 
further agues for such versatility of architecture of ruin and of “func-
tionally indifferent forms”, by describing a visit to a medieval Palazo 
della Ragione in Padua:
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“One is struck by the multiplicity of functions that a building of this type 
can contain over time and how these functions are entirely independent 
of the form. At the same time, it is precisely the form that impresses us; 
we live it and experience it, and in turn it structures the city.”57

The emphasis on one’s role as an active and ingenious participant in 
the experience of habitat, and how this stance has been in the thesis 
so far presented, might surmise a false conception of dwelling’s na-
ture and the Timeless House’s ideal state to be defined through the 
popular concept of flexibility. The common conception of flexibility 
approaches the issue of dwelling by proposing an empty and homog-
enous framework, in which the inhabitant shapes the spatial configu-
ration to match one’s current preferences and demands. The ethos of 
such flexibility promotes freedom and authority over one’s habitat as 
its core virtues. The concept as it’s commonly understood in modern 
and contemporary practice as a free floor plan, could well be said to 
have originated from Corbusier’s renowned Dom-Ino House present-
ing the exact idea of “Plan Libre”, of providing the inhabitant with a 
“neutral” spatial framework defined by a radically reduced structure 
of six concrete columns, three concrete slabs and a stair connecting 
the different levels. Besides the figurative dwelling’s striking similar-
ity and reference to Laugier’s primitive hut of fundamental, essential 
structural components and clear emphasis on the efficiency of mass 
production and standardization of building components, Dom-ino ad-

vocated prominently the idea of flexible dwelling capable of granting 
the inhabitant superior freedom of adjustment and variation unbur-
dened by obsolete load bearing walls. Gaining much reverence amidst 
erstwhile architectural profession and efficiency oriented building 
industry, such concept of flexibility was then further promoted and 
utilized in design of houses and other institutions not only by Corbus-
ier in many of his later works such as Villa Savoy, but also by other 
prominent figures like Eduardo Catalano and Mies van der Rohe. Mies 
was precisely concerned with the universality and longevity optimally 
achievable with the free plan accommodating wide variety of func-
tions at different times. This sensibility towards the potential for archi-
tecture’s persistent viability over a long period reverberates with the 
idea of a habitable ruin, that remains in use through the adaptability 
of their strong yet loose enough spatial framework. The functional 
freedom demanded and yearned for by Rossi arguably seems to have 
already found its optimal manifestation in Mies’ “neutral” and “uni-
versal” spatial systems articulated by the constant matrix of steel and 
concrete columns. Would such unlimited, unobstructed liberty then in 
the best way contribute to the formulation of the paradigm for a persis-
tent accommodation of the individual, for the Timeless House? Would 
Timeless House find its essence in the infinitely expanding, all con-
suming spatial grid of Archizoom’s No-Stop City, and wouldn’t such 
nature then best contribute to the kind of adaptability so cherished in 
the case of Diocletian’s palace?
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For the evident appeal and apparent logic of such idea of total flexibil-
ity and freedom in dwelling, it is considered necessary to critically re-
flect on the theme and its capacities and agendas in providing a frame-
work for a persistent model of dwelling. The critical stance presented 
and discussed in the thesis is based on the notion of architecture’s, 
and thus also house’s, intrinsic importance in enabling interaction and 
relationship between objects and people, between architecture and the 
ones experiencing it, in providing a chance for a dialogue to arise be-
tween the building and its contents. The strive for a neutral, universal 
framework without qualities risks resulting in a negative neutrality, 
eliminating the fruitful interaction between the house and its inhab-
itant, thus departing from the ethos of heightened awareness of one’s 
environment called for by the typology of cave, as the completely neu-
tral setting requires in the end very little thought from the dweller.

Regardless of the pursuits for neutrality in his design philosophy, 
Mies’ architecture could, however, not be blamed for a negative neu-
trality, greatly due to the fundamental monumentality of his buildings. 
Although Mies stressed the flexibility of his spatial systems and their 
pictorial universality, the spaces and spatial structures of his build-
ings actually impose major restrictions on the uses of said spaces.58 
The restrictive and imperative formal vocabulary of Mies’ architec-
ture, instead of accommodating multiple ways of inhabiting the spaces 
provided, seems to communicate a very clear, particular and correct 
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model of habitat, a frozen domestic situation that one is hesitant to 
alter, afraid of disturbing the perfect calm of the setting. This quali-
ty was condemned by Venturi for ignoring “the real complexity and 
contradiction inherent in the domestic program”59, as well as by Franz 
Schulze who referred Farnsworth house rather to a temple than to a 
home, in its compromised capacities of fulfilling domestic necessity60.

Clearly having its own issues of too strongly, yet perhaps uninten-
tionally, informing the desired way of life for their inhabitants, such 
approach does not exactly commit the felony of negative neutrality. 
The actual issue with total flexibility manifests more evidently in lat-
er works of Mies, as the spaces in his buildings evolved towards yet 
greater uniformity, with a compulsive desire to render every point on 
the floor plan identical. Although never built, Mies’ conceptual Core 
House project provides a prime, tangible example for the critique of 
total flexibility. The Core House is a theoretical project Mies conduct-
ed in 1951–1952, with an attempt at formulating a universally feasible 
model for an essential dwelling, greatly inspired by post-war interest 
for mass production of housing as well as his personal frustration with 
issues presented by the individual wishes of specific clients.61 With 
the Core House, Mies sought to propose a truly flexible platform of 
completely reduced, open interior space for the inhabitants to design, 
alter and furnish themselves, so that the same model dwelling could 
serve the needs of different inhabitants with their distinct preferences 

as well as varying family sizes in different times. The house’s plan is 
an even square by its form, 50x50 feet by its dimensions, completely 
devoid of any loadbearing external walls, as the load of the seemingly 
floating roof slab is carried by four slender steel columns placed on 
the sides of the house. In the rough center of the plan, Mies present-
ed a utilitarian core containing the fixed functions of the house, the 
kitchen counter, bathrooms and a fireplace. Apart from this core, the 
left of the house is left open for the inhabitants to resolve, and even 
the placement of the core is actually meant to be decided based on the 
individual client’s choice.

The interior space of the house of an even square plan opening equal-
ly to all four directions through unarticulated, identical glass walls, 
repels the constraints on direction, of front and back, and constitutes 
the building to no longer having any “place” within.62 Such spatial 
strategy, pursuing freedom and unobstructed flexibility of the dwell-
ing space, has in the Core House resulted in complete inflexibility. 
With the total uniformity and static unvarying spatial condition, the 
inhabitant is left with no genuine choices, contrasting greatly the pur-
sued freedom of arrangement. The space departs from any dialogue 
or interaction with its users and its contents. The inhabitant of such 
space engages in no way with one’s habitat, eliminating the chance 
for further interpretation of the phenomenon, for there is evidently 
nothing to interpret and therefore nothing to reassess, as the space 
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provides no real alternatives for its use. The ethos for flexibility and 
its formal articulation presented in Mies’ Core House were later prom-
inently advanced into reality in Mies’ later works, such as Berlin’s 
New National Gallery, which further highlights the evident disinterest 
for the architecture’s contents as the same system of total flexibility is 
considered sufficient to all functions, whether dwelling or art muse-
um. Considering the argued shortcoming and issues of such strategy 
of total flexibility, similar critique on flexibility is also presented by 
Juhani Pallasmaa through an analysis of Renzo Piano’s Centre Pompi-
dou, in which he condemns total flexibility not to be architecture for it 
lacks the courage to make decisions and impose limitations.63

The primary issue with such apparent unobstructed freedom advocated 
by the spatial strategy of total flexibility is vividly expressed in Erich 
Fromm’s work Escape from Freedom, as he argues negative neutrality 
and lack of structure to ultimately have a negative impact on one’s 
comprehension of one’s reality as one is burdened by the sheer volume 
of apparent choices and possibilities, resulting in a pressing sense of 
insecurity.64 Basing his core argument on the division of freedom into 
negative and positive freedom, freedom from and freedom to, Fromm 
argues the negative freedom, emancipation from exterior orders and 
norms guiding one’s actions, in itself to overwhelm one and usher 
them to seeks structure for their existence from other sources. The 
strategy of total flexibility of dwelling provides an evident equivalent 
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for negative freedom in architecture. The pursuit of flexibility to great 
extent weakens the expression of architecture, betraying the possibil-
ity for one to realize one’s belongings in one’s environment and one’s 
experience of reality through interaction with one’s immediate sur-
roundings. The abundance of possibilities, the freedom to choose from 
seemingly endless variety of options, has a very contrary outcome to 
its noble emancipatory agenda, as every choice is here rendered mean-
ingless. For real flexibility to emerge, architecture must provide its 
user with limitations instead of apparent liberty of constraints, with 
distinct structures and spaces that encourage interaction and willful, 
active stance towards one’s environment, tapping into one’s intellects 
and adaptive capabilities. Thus architecture provides one with positive 
freedom, as Fromm calls it, a freedom to realize their potential and 
belongings over their habitat.

The strategy of total flexibility is seen here as an evident by-product 
of modernism, as the pursuits of early functionalists in founding a 
perfectly utilitarian dwelling tailored for a universal man were recog-
nized to having failed. In the face of apparent confusion and lack of 
courage in fixing solutions or any longer trying to identify the nature 
of dwelling, the modernists found comfort in leaving the solutions for 
the inhabitants, thus escaping the responsibility of communication and 
the setting of limits. This stance again acknowledged the individual 
as an authoritarian client, for whose apparent unique individualism 

and undisputed fancies the architecture of dwelling should provide a 
setting, a certain stage for showcasing one’s personality. Returning to 
the earlier reflections on Fujimoto’s analogue of nests and caves, the 
strategy of the total flexibility, despite, or perhaps precisely because 
of its emancipatory focus on the inhabitant’s freedom and on enabling 
possibilities of endless configurations and preferred options, falls ar-
guably into the category of nests.

Employing equal distrust in the strategy of total flexibility and proposing 
hefty critique on practices operating on such basis, Herman Herzberger po-
sitions his conception on architecture’s nature in this regard in the op-
posite end of the spectrum from Mies. Arguably operating on a similar 
stance towards unrestricted freedom and seemingly limitless variety 
of choices as Fromm in his literal work, Herzberger condemns mod-
ern architecture’s tendency of creating alienating environs for people 
to habit, either through imposing all too strict and defined limitations 
on them in pursuits of cultivating certain “ideal” inhabitant and citi-
zen, or in other hand by restraining altogether from setting boundaries 
and surfaces for one to interact with, resulting in recessive neutrality 
and different kind of alienation. Herzberger illustrates his suspicion 
towards the strategy of total freedom by a comparison to a restaurant 
menu that provides an endless array of dishes that has a paralyzing effect on 
the client and dulls their appetite instead of making them hungry.65
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As an alternative for these spatial strategies, Herzberger proposes 
architecture to manifest in a state of being figuratively unfinished, and 
to present the inhabitant with spatial and formal “incidents”, which 
would enable the inhabitant to attach to their habitat through their per-
sonal assessment of the provided architectural phenomena.66 Instead 
of the provision of unlimited choice, Herzberger advocates architec-
ture to present a manageable range of suggestions and irregularities, 
that would however need to be unspecific in order not to fall in the 
same error of early functionalists of too strongly trying to control the 
inhabitant and the ways they would inhabit their environment. 
Herzberger’s emphasis on things not to communicate a certain fixed 
purpose, resonates with the formerly discussed conception of a habitable 
ruin and its formulation as spaces and objects defying specific function-
ality and thus being able to “transcend function and circumstances”67.

In his proposal for such obscurity concerning architectural phenom-
ena, Herzberger simultaneously condemns Corbusier’s conception 
of houses as machines for living in, reverberating also Heidegger’s 
earlier critique on the concept as he considers the idea of houses as 
machines for dwelling and chairs as machines for sitting on as merely 
a yet another sign of the technical worldview’s lack of understand of 
the actual problem of dwelling.68 The clearly suspicious attitude to 
technology and the creed of constant progress in modern practice and 
society, reflects also the thoughts of Aldo van Eyck, who in turn has 
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had the most crucial influence on Herzberger’s own ideas of archi-
tecture pursued nature. Van Eyck, having had consistently criticized 
modernity in regards of its inseparability with the Enlightenment and 
their mutual trust in the need of constantly refining one’s habitat in 
order to tackle one’s “naturally” evolving needs, argues that human 
being’s genius has neither increased or decreased during the thousands 
of years they have accommodating themselves in the world.69 He calls 
again attention on the adaptive qualities of the human being, consid-
ering one’s ingenuity as the sole unchanging condition of people that 
enables one to inhabit their environment and find home in the world.

Contrasting strongly with the technocratic idea of constant technical 
refinement of perfectly functional or completely flexible recessive 
spatial platforms, Herzberger calls for a “more hospitable form”70, an 
architectural strategy of providing the inhabitant with concrete bound-
aries and physical, functionally open-ended formal irregularities, with 
an aim of neither too strongly nor too loosely guiding the way the in-
habitant interacts with one’s environment, thus making it possible for 
one to complete the house themselves. The irregularities and incidents, 
as Herzberger calls them, are necessary elements in the architectonic 
totality, since they render the work of architecture interpretable, as he 
recognizes the impossibility of making a specific individual space that 
would exactly suit everyone and the need to instead enable architec-
ture to provide for the chance of personal interpretation.71

As a tangible example of such element in architecture, Herzberger 
provides a “simple block” he has in various projects implemented into 
his school designs, a sort of a low pedestal standing solitarily in a 
hallway.72 Herzberger describes the multitude of different associations 
and corresponding uses the children have had with the simple element, 
walking and playing around it, sitting on it or utilizing it as a stage for 
instance. The client had originally argued against the block, arguing it 
only to be in the way. But for Herzberger, the fact of the block being in 
the way is precisely its advantage, as it places itself confrontationally 
to its users, demanding more active, intentional and ultimately more 
creative appropriation, contributing to flexibility differing from the 
quality pursued through recessive neutrality of modernism.
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the language

“Architecture must defend us against excessive exposure, 
noise and communication. Finally, the task of architecture 

is to maintain and defend silence.”73
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Having established the need for ambiguity and open endedness func-
tionality-vice as means for the House to enable and encourage one to 
learn to dwell, to more fully appreciate their habitat and constantly 
reassess their physical environment in order for the House to achieve 
feasibility in an extended time-frame, a question on such House’s 
physical manifestation and architectural vocabulary has to be ad-
dressed next. As the spatial and formal language of a dwelling house 
is no longer based on some practically tailored functional framework, 
and complete flexibility as a spatial strategy is recommended to be 
avoided for its tendency for negative neutrality, an alternative basis 
for the Timeless House’s spatial and formal character deserves atten-
tion here, beyond mere condemnation of the functionalist agenda and 
its formal and aesthetic manifestation in modern and contemporary 
practice.

Corbusier, as he recognizes utility and functionality themselves, af-
ter all, insufficient in defining the correct, ideal dwelling, considers 
straight lines and perfect geometrical forms the proper, much needed 
physical manifestation for the constants ideas in architecture, finding 
the sufficient architectural vocabulary to lie in perennial Platonism. In 
a rather surprising divergence with his much-cherished utilitarian par-
adigm of architecture and superior clarity and reason of engineer aes-
thetics, Corbusier demands architects to embrace the poetics of perfect 
geometry and to draw from them in their creation of architecture, in 

order to reveal themselves as artists instead of mere engineers.74 Un-
derstanding the utilitarian paradigm of house as the first step in for-
mulating the ideal dwelling, but for real architecture to emerge, one 
must efface the engineer and become a plastic artist operating poeti-
cally with correct proportions, regulating lines and contours. Corbus-
ier then considers it of utmost importance to distinguish such correct 
artist from the general type of artists, those who trifle with mere dec-
orative arts and whimsical intuition. The true artist, the one required 
in erecting true architecture, understands the higher logic and truth in 
universe, revealing it in the universal, mathematical language of forms 
and rations. Thus, one commits to pure creation of mind.75

This belief in a universal language of correct proportions and meas-
ures is also argued for by Corbusier’s primitive man, who already con-
structs his house based on a geometrical order governed by elementary 
mathematical calculation. The way has arguably then later been lost 
as contemporary architects have forgotten the fundaments of architec-
ture already lying in the beginning of humanity: utility and geometry. 
Instead they have committed in irregularity and capriciousness, con-
demning geometrical truths for only limiting their freedom of expres-
sion. Laugier’s own condemnation of vanity in his contemporaries’ 
decorative works echoes heavily in this view. For Corbusier, human 
being is an animal rationale, who does not only habit the physical 
world but also the spiritual one, and hence building must provide for 
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both of these forms of habitat. Utility and identification and calcula-
tive execution of house’s domestic task are the means for habiting the 
body, geometrical orders are the means for habiting the spirit. Corbus-
ier’s primitive man fulfills these fundamental conditions for proper 
house by first deriving measure from his own body thus obtaining hu-
man-scale and correct functionality for his dwelling and secondly, by 
his “instinct”, arrives in a proper conclusion of utilizing right angles, 
axes, squares and circles thus understanding geometry to be the lan-
guage of mind, of spirit.76 The platonic solids, mathematically flawless 
geometrical objects and forms are argued to manifest best the constant 
idea of the house in a pure, universal and timeless manner, accessi-
ble to all people through the application of their spirit rationale and 
comprehension of the inherent perfection of these distinguished forms 
measurable by their eyes and natural sense of measure.

Such view on reality’s dualistic nature being comprised of the physical 
as well as spiritual, testifies the tradition in classical and later mod-
ern architecture of combating the terror of time by spiritualizing the 
physical environment, rationalizing unstable and decadent nature and 
transforming chaos into cosmos.77 Such stance against nature and the 
need of separating one from their environment was also already rec-
ognized prominently in the analysis of Laugier’s primitive hut. One 
could not find home in one’s natural setting, which inspired one to 
come up with a house of one’s own to conquer and dominate the de-
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ficient nature. Utility and the need of shelter, although exceedingly 
essential motives in primitive man’s first construction, were accompa-
nied by his “instinctive” need to wrest order in his malicious and cha-
otic environment. Such conception of dualistic reality and aspiration 
for eternity could be hypothetically traced already back to Vitruvius as 
he meditates on qualities that separate his first builders from other an-
imals: the upright posture that enabled them to raise their gazes “upon 
the splendor of the starry firmament”78. Karsten Harries links the very 
word “firmament” in the passage to a belief and emphasis for a time-
less order exceeding the mortality of human beings and their natural 
setting, the word recognizing eternity in starry sky and its superiority 
to human. In order to reach even little closer to that eternity, one needs 
to build in image of such timeless order. Corbusier’s primitive utilizes 
geometry to elevate his rudiment first house to habit also his spirit, his 
eternal self. This emphasis on perfect geometry as the proper model 
for the timeless order can in turn be found particularly in philosophy 
of Plato who also argues the reality to be a twofold entity and human 
being dreaming of homecoming to the realm of eternal ideas. One is 
reminded of one’s belonging to such timeless reality as one encounters 
beauty, and to Plato, the language of beauty is essentially the language 
of geometry. Plato distinguishes geometric beauty from the earthly 
beauty occurring in nature, for instance in animals and pictures, as he 
considers the latter to be relative whereas geometric forms are eternal-
ly and absolutely beautiful, possessing “peculiar pleasures”.79

This faith and commitment of perennial Platonism in the presented 
absolute beauty of geometry are rather directly repeated in Corbusier’s 
assertive testimony to superiority of geometric primary forms:

“…light and shade reveal these forms; cubes, cones, spheres, cylinders 
or pyramids are the great primary forms which light reveals to advan-
tage; the image of these is distinct and tangible within us and without 
ambiguity. It is for that reason that these are the beautiful forms, the most 
beautiful forms. Everybody is agreed as to that, the child, the savage and 
the metaphysician.”80

The promised truth and state of timelessness reachable with the uti-
lization of geometric language in architecture appears appealing to 
the concept of the Timeless House, hitherto discussed as a device for 
encouraging one to realize the qualities of one’s habitat through one’s 
own adaptive capabilities. Perennial Platonism arguably provides a 
theoretical goal for one’s constant assessment of one’s environment 
demanded by the Timeless House’s argued nature. One is encouraged 
to critically assess and interpret one’s environment in order to learn to 
dwell and thus providing the House with the sought-after expanded 
duration in human habitat. One is to find pleasures of eternity and 
order in chaos through the application of one’s instinctive comprehen-
sion of beauty lying in perfect geometry. Would such openness to the 
eternity beyond one’s physical environment be the goal of learning 
to dwell authentically as Heidegger proposes? Is the being to which 
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openness results in authentic dwelling the ethereal plane of eternal 
ideas? Is the realization of beauty and order in pure geometric forms 
the objective of one’s active intention demanded by Norberg-Schulz?

Karsten Harries, in his work The Ethical Function of Architecture, for-
mulates a critique on the character of perennial Platonism and espe-
cially its manifestation in modern architecture in the 20th century by 
proposing an analogue between the concept and the modern creed of 
technology.81 The general motivation of modernism was to achieve a 
universal model of architecture and dwelling capable of being under-
stood by everyone, and a medium through which such model could be 
communicated, and for this task the language of geometry provided an 
appealing answer. The modernist ethos of universal architecture was 
essentially concerned with purity, of a possibility, or rather a necessi-
ty, of detaching architecture from the physical realm in order for it to 
come closer to the figurative realm of spirit, the realm of reason and 
ratio common to all. Here we again recognize the echoes of primitive 
hut and its conception of separation between human and nature, the 
division between rational and orderly what is considered to be pri-
marily human and the state of instability and decadence that are the 
qualities of nature. The spiritual higher order was to be summoned yet 
again on earth, this time not in the form of a simple wooden hut, but 
in architecture capable of defying gravity and becoming truly pure 
and autonomous once elevated from ground through the means pro-
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vided by advanced technology and engineering. This ideological pur-
suit can well be detected for instance in Corbusier’s Unité d’Habita-
tion in Marseilles where the house breaks free from clutches of earth, 
not merely for argued utilitarian purposes of providing a continuous 
garden beneath the building mass, but most of all to manifesting its 
higher authority. The architecture of pure geometric forms sought to 
eliminate any connotation of directions and to detach the house from 
its physical setting, history and culture, to “dominate space through 
space”, to consider building as an act of spiritual self-assertion.82 Ad-
vancement in science and technology had freed humankind from na-
ture and thus also from their need for adaptation, as the correct order 
could now finally be imposed on building and dwelling.

Another prominent issue the conception of Timeless House and its 
pursued character in the thesis have with the architectonic language of 
perennial Platonism and its philosophy, is the different comprehension 
on the nature of reality and existence of truth. The philosophy of Plato 
and its much later application in the architectural treatise of Corbusier 
recognize the existence of a higher plane of reality in a dualistic Car-
tesian manner, a state of absolute correctness, beauty and truth as the 
objective of human endeavor and intentional attitude. Such truth and 
absolution are then certainly common to all people, and architecture 
and dwelling are to be utilized as tools to reveal this truth to them. 
This conception acknowledges things to be naturally good or bad, to 

either possess the absolute order and beauty or not. The task of in-
stinctive individual is to be open to those qualities, to recognize their 
inherent nature. To listen to them. Such emphasis on one’s demanded 
cautiousness and openness to one’s environment does bear similarity 
to earlier discussed condition of learning to dwell. The key difference 
lies in the conception of the nature of things as well as in the different 
emphasis on individual’s role in the experience of reality, architec-
ture and dwelling. For perennial Platonism, things have positive and 
negative qualities beyond their physical, actual manifestation, and the 
individual has the capacity of revealing them with sufficient cautious-
ness. This conception again stresses the qualities of the house over the 
qualities of the inhabitant, as it is the responsibility of the inhabitant 
to acknowledge the absolute value of architecture that is complete-
ly independent of the individual themselves. For the conception of 
the Timeless House, conducted from Norberg-Schulz’s meditation on 
the gravity of human attitude and intention in the experience of phe-
nomena encountered, in other hand, world is mute, devoid of inherent 
qualitative properties. It is one’s capacity to recognize value in one’s 
surroundings, yet the value is not objective and not a quality of the 
phenomena perceived, but a value projected on them by the individual 
committing to the perception.

The formal preference for correctly geometrical bodies communicat-
ing absolute truths and mastery over randomness of nature, reflects 
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also prominently the Western conception of sensible reality that is to 
be understood through abstraction and categorical labels, effectively 
disregarding the actual experience of one’s environment. Such ten-
dency conceals the reality, one’s environment and phenomena one 
encounters beyond readily defined terms and reductive explanations. 
In his work Maailmassaolon taide, Pallasmaa pays attention to the 
over-exploitation of abstract and label focused thinking in western 
culture and education since the 18th century, when the rational atti-
tude emerged prominently in the enlightened philosophy, that strived 
to strike a consistent difference between one’s intellectual properties 
and one’s environment experienced through one’s senses.83

The division between body and mind reflects the same attitude towards 
the much promoted conception of separation between human being 
and nature, between the timeless, objective reality of individual’s in-
tellects and the apparent randomness encountered in nature, which 
can be found in both Laugier’s and Durand’s accounts on architec-
ture’s origins. Pallasmaa recognizes the cultural emphasis on rational 
thought and the attempt at rendering the encountered environment and 
its phenomena objectively explainable, in Western education, mani-
festing as stressing of the ability to read, to write and the knowledge 
of mathematics, that detach the children from the actual phenomena 
by masking their properties in a shared system of symbols. The same 
concern for the detachment from actual phenomena through labeling 
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and classifying things is vividly expressed in a work Games People 
Play by a Canadian-born psychiatrist Eric Berne: “The moment a little 
boy is concerned with which is a jay and which is a sparrow, he can no 
longer see the birds or hear them sing. He has to see and hear them the 
way his father wants him to.”84

Having touched the conception of geometric perfection associated 
with the focus on functionality and rationality dominant in the practice 
and theory of modernism, the consideration of the capacities of orna-
mentation and aesthetics specific to divergent range of architectural 
styles abandoned by the early Modernists, is deemed relevant here, in 
the search for a suitable language for the Timeless House. Since the 
thesis condemned the geometric creed of higher reality insufficient for 
the task, the communicative nature of the aesthetic symbol systems 
throughout the history extensively utilized in architecture deserve ob-
servation here. The topic is approached through the conception of an 
aesthetic approach discussed by Karsten Harries with the concept of a 
“decorated shed”85, which Harries had in turn borrowed from Venturi 
and his associates. Harries simplifies the approach to a formula of ar-
chitecture = building + decoration, in which the building constitutes 
for a primarily functional entity, on which a curatorial element of dec-
oration is applied to communicate a distinct reading of the building.86

A major matter to investigate in pursuit of timelessness in architec-
ture and its possible physical manifestation, is the concept of curating 
taking place in an architectural project, especially as we recognize 
its immense capacity of affecting one’s attitude and verifying one’s 
established beliefs. In the framework of this thesis, curation as a term 
is used to refer to the conscious act of guiding the experience of the 
subject by the means of manipulation and arranging the components 
of the experience with a pursuit of communicating a certain, more or 
less accurate reading for the phenomena in question. Excessive curat-
ing of a space addresses one’s pre-learned conception of the phenom-
ena perceived, and thus makes the situation harder to be thought out 
in a more intentional and innovative manner. There is no reason for 
the individual to study the phenomena, or test its qualities for example 
through projecting one’s body over the surfaces and nooks of a room, 
when the architecture itself provides a strong culturally defined, ‘cor-
rect’ reading for the situation.

According to Adolf Loos, houses should have a distinct appearance 
and feel to them, specific to their function.87 Although, the proper func-
tionality of the architecture in question is of secondary significance to 
Loos, as he stresses the evocative capability of architecture in defin-
ing an exact sentiment the architect wishes to express. Loos argues 
that the sentiment is dependent on the task of the building and its so-
cial function, so that a dwelling and its rooms, for instance, should be 
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pleasant and have “a warm feeling”, whereas banks should convince 
one of their reliability and security.88 The expression of these specific 
sentiments is then carried through with the use of proper ‘dressing’ 
applied on the architecture. The fundamental goal of such practice lies 
indisputably in masking the reality and the actual attributes of the ar-
chitectural object or space in question, in order to manipulate one’s 
reading of the phenomena. The dressing, or curating, seeks to provide 
an absolute, correct interpretation of the situation, that is completely 
independent of the intentional applications of the spectator, but that 
instead relies on a shared cultural and secular system of connotations 
and symbols. Loos, for instance, probably firmly believed in the uni-
versal evocative power of the dressings he applied to his work, and 
that the sentiment he wished to express would be understood correct-
ly, unaffected by the inhabitant’s cultural background and experiences 
possibly even greatly differing from Loos’ own.

The problem concerning the lack of possibility for longevity achiev-
able through curating architecture with excessive elements, such as 
ornaments, dressings, symbols and other visual or otherwise sensual 
indicators, is that such practice relies on a system of meanings that is 
commonly accepted and actively or unwittingly attached to the indi-
cators applied. The main part of the problem concerns obviously the 
ultimately transient nature of cultural agreements upon meanings of 
symbols and references, and secondly their divergences among cul-
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tures and issues with transmission and translation. No matter how 
prominent a certain culture is, the original intentions and agreements 
upon meanings attached to symbols and ornaments do vanish and lose 
their translation over time or when introduced to strangers without 
proper instructions, and thus their capacity of evoking the sentiments 
they were originally intended to express is gone. Another issue with 
the matter of curating has to do with the morals of the practice, as 
the curating usually takes place as an intentional means to manipulate 
the client, or inhabitant in general, into believing in the quality of the 
presented work through a set of exterior stimuli that, however, have 
fundamentally nothing to do with the actual attributes of the work. 

Such practice recognizes the superfluous qualities preferred in con-
temporary culture, and having no interest in analyzing their reasons 
or capacity for longevity, simply utilizes them as a palette for gaining 
approval for a variety of plans and as a way of generating financial 
profit. A consequence to this way is also the excessive affirmation of 
the correctness of the inhabitant’s primary and preferred interpreta-
tion of one’s environment and one’s values. For once one receives 
such higher recognition and acceptance for their worldview, one no 
longer seeks to question one’s preferences and their way of thinking 
and interpreting phenomena around them. Accordingly, this makes it 
harder for the individual to adapt to new situations and to ultimately 
find value and quality in matters they did not earlier find them. One 

learns to demand distinct qualities from one’s environment, mistaking 
this desire for a personal, intentional preference patiently cultivated 
through experience and analysis of one’s values, as the desired way 
of life in this case is merely a result of a calculated or lazy means of 
manipulating one’s reading.

In addition to the former issues concerning the curating of architecture 
into conveying specific, culture dependent messages, there lies a prob-
lem of exposing one for normative expectations of architecture and the 
culture defining that architecture. When one encounters architectural 
phenomena that has a very definite reading imposed on them which 
one understands through one’s knowledge of cultural context, one rec-
ognizes the burden of expectations the architecture and its chosen im-
agery places on them. If one feels one does not meet the expectations 
placed on them, one might begin to hastily alter one’s identity based on 
matters that would eventually prove superfluous to the actual experi-
ence. One’s identity as a habitant evolves either into accepting the val-
ues and the system of preference required of them by the architecture, 
or into formulating a clear contrast and defiance against the imposed 
attributes. In both cases, the inhabitant’s identity is based on reactions 
to the most superficial qualities of one’s environment and context. One 
learns thus that certain preferences are expected from them by the so-
ciety and that one is supposed to function accordingly: to desire and 
expect specific attributes from one’s habitat. Failure at attaining such 
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properties depresses them, for one did not meet the expectations, and 
one no longer can see value in environs that differ from the preferred 
condition, as their properties exist only in comparison to the ideal that 
has proven unreachable. Then again, if one reaches the goal set for 
them by the expectations of one’s culture and society, one may realize 
that the goal was not one’s own and the condition of habitat is not what 
one preferred, but what one was expected to prefer.

Another major issue with curation and placement of additional, unreal 
values on architecture and its elements, is the reinforcement of the 
system of superiority among things. One is taught that certain spaces 
and elements are simply better than others, since they possess distinct, 
superior qualities in comparison, or the ones deemed lesser simply 
lack those qualities: a larger room or dwelling is naturally better than 
a smaller one; a brighter and more thoroughly lit room is better than a 
darker, more dimly lit one. One is burdened by harmful presumptions 
of superiority and urges for “better” accommodations. Such burden 
then naturally further complicates one’s possibilities of adaption and 
capacity of identifying value in one’s current habitat. By the concept 
of superiority and comparison among perceived phenomena, the the-
sis wishes not to undermine or disregard the natural differences and 
basis for distinct, subjective preferences by separate individuals with 
different personal traits. People, based on their psychological traits, 
naturally find certain qualities of spaces and objects superior to other. 
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Some delight in the possibility of nestling in some corner of a tiny 
room, reading and contemplating on themselves without exterior 
nuisances, whereas others prefer large and open, generously lit halls 
where they may enjoy the company of other likeminded individuals. 
The thesis has no intention of condemning the fundamental reality of 
individual taste and preference, it rather wishes to draw attention on 
the assumptive and generalizing preferences of society or dominant 
cultural context that are forcefully sold to people as their own.

Understanding the difficulties of the communication based on culture 
dependent symbols and signs, yet convinced of the need of commu-
nication, Karsten Harries proposes a concept of natural, convention-
al and meta-symbols.89 With natural symbols, Harries refers to sym-
bols free of cultural, secular and regional bonds, that are conducted 
from the analysis of one’s being in the world. Natural symbols are 
relative to one’s body and perception, still common for all people, 
and they consist of following qualities, such as earth and sky, up and 
down, right and left, front and back, center and periphery, vertical and 
horizontal, in and outside. The natural qualities manifest themselves 
through one’s comprehensive experience and how one frequently in-
teracts with their environment and habitat. The idea of natural sym-
bols is that ultimately all phenomena and matters could be described 
through these qualities, thus identifying their fundamental features 
and stressing the relativity of those features to the individual’s position 

as an active participant on their perceived environment. With conven-
tional symbols Harries refers to certain dominant formal symbols that 
are apparently derived from and based directly on natural symbols 
under the influence of some major cultural or geographical context, 
and as examples of such symbols, Harries offers pyramids and the 
cross, noting also the importance of the Bible as a prominent cultural 
force in shaping and generating the language of conventional symbols 
in Western architecture.90

Unlike these conventional symbols, meta-symbols are symbols that 
have lost their connection to the natural ones altogether, as they sym-
bolize the conventional ones. These symbols are due to the practice of 
working with the conventional symbols but forgetting their origin in 
natural ones, thus turning the conventional ones into capricious orna-
mentation and empty images. Architecture of 19th and 20th century 
is mostly based on such symbols per Harries, and especially guilty 
of such practice he finds post-modern architecture that ruthlessly ex-
ploits the variety of conventional symbols and forms only as visual 
curiosities in its aesthetic games. Harries stresses the importance for 
the architect who work with conventional symbols to deliberately seek 
the connection to natural symbols operating behind them.91 Equally 
important would be to tell apart those conventional symbols that are 
actually based on natural ones, from the temporary and makeshift ones 
falling in the category of curating and referring only to secular mean-
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ings instead of universal ones. And although Harries proclaims the 
cultural significance of conventional symbols when used correctly, he 
identifies their limited capacities to be universally understood with-
out the cultural subtext, giving the example of symbols in medieval 
church architecture requiring familiarity with the Bible as its cultural 
conduct and code.92 One could argue then, that the timeless language 
of architecture and habitat lies with the natural symbols, or is specifi-
cally a natural language derived from those. That natural symbols and 
their language could form the basis on which the formal articulation of 
the Timeless House could be built. However, every symbol utilized in 
the actual articulation would need to be manifested as a conventional 
symbol, for form itself is fundamentally, in every situation, conven-
tional.

For Harries, human being is an active participant in the experience 
of space, not merely a rational by-stander inspecting mute objects of 
one’s environment. Harries’ conception of the natural language of 
architecture, based on one’s relation to their environment, their po-
sition and movement in respect to phenomena around them, can be 
traced hypothetically to Heidegger’s Being and Time and its under-
standing of space. Harries refers in his work to Heidegger’s claim of 
one experiencing things primarily as “ready-to-hand”; through their 
“handiness”93, interpreting the term to be understood as emphasis for 
the bodily experience of one’s environment. One primarily compres-
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ences one’s being in the world through one’s body and the interaction 
between the body and the encountered phenomena, through lifting 
things or walking certain distance and later imagining and estimating 
weights and distances through one’s bodily memory of earlier encoun-
ters. From this gravity placed on human body, Harries conducts the 
general understanding of proximity and distance, as well as the matrix 
of up and down, left and right, front and back, fusing this conception 
into his overall idea of natural symbols and language of architecture.94 

Through one’s immediate relationship to one’s body, or rather through 
one’s essentially embodied self as Harries specifically condemns the 
Cartesian separation between body and mind, one is bound to under-
stand and experience certain aspects of one’s reality in the same way 
with every other human being regardless of time, culture or place, for 
the experience is solely dependent on one’s body that has remained 
fundamentally unchanged in the history of homo sapiens.

In the language of natural symbols, consisting of horizontal and ver-
tical, up and down, interior and exterior, the fundamental difference 
of horizontals and verticals is the first aspect of the language to be 
assessed by Harries in his account on the nature of the language he 
proposes for the basis of architectural communication, suggesting spe-
cial importance of the pair in informing also the other aspects of the 
language. The horizontal speaks to human being and their embodied 
self of ties to the ground, of unrestricted expanse and freedom, and 

simultaneously of terrors of such unobstructed vastness. The ties to 
the ground associated with the horizontal is realized through body’s 
horizontal position in the state of sleep or death, as one’s body lies 
flat on the ground, horizontally inclined in regards with the earth. The 
horizontal line, plane and slab constitute for an imagery of slumber, 
of irresistible pull to the earth, of natural laws of gravity and death. 
Horizontal stands equally for the ground on which one walks upon, 
and this association of movement evokes the association of expanse. 
In horizontals, one finds equally shelter and freedom.

Per Harries, contrary to the horizontal with its associations of rest 
and surrender, the vertical is assertive. The character of vertical is 
demonstrated by Harries through the examples of standing up, pil-
ing stones upon each other or by erecting pyramids or skyscrapers, 
as activities that demand effort.95 Vertical structures establish bound-
aries and centers, challenging the centrifugal, infinite expanse of the 
horizontal. Walls wrest places into space, obstructing the movement 
of human body on the horizontal plane. Like towers standing in the 
landscape against the horizon, creating centers or focal points into the 
landscape, connecting earth and sky, the columns in an enclosed space 
create similar points and a similar connection between the ground 
plane and the ceiling, emphasizing the conception of that space and 
its defining boundaries. And in accordance with the foundations of the 
natural symbols in human being’s realization of their reality through 
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their bodily experience, the vertical and its natural associations are in 
the first hand realized again through one’s body and its vertical po-
sition, its movement in respects with its environment, its realization 
of weight and gravity that a column must bear. The vertical demands 
endeavor, the strength to stand up, to maintain the upright posture, to 
carry loads on one’s shoulders; to resist the pull to the ground and to 
inevitable death.

The horizontal and vertical are naturally linked with the notions of up 
and down, as the phenomena are distinctly realized in the conflict of 
those two. The column communicates up and down, its base rooted 
down in the horizontal plane of the ground, while its top connects up 
to a ceiling or a beam, ready to withstand the weight placed on top 
of it. In a similar manner with the column, one’s feet tie one to the 
ground, whereas one’s eyes are free to survey the sky and its “star-
ry firmament”96. The fundamental nature and difference between up 
and down, as introduced by Harries, are revealed in experiences of 
ascending and descending, in taking a flight of stairs to an upper floor 
or into a basement, in rising on top of a pedestal or taking a few steps 
that separate a front door from the street.97 The dialectics of up and 
down are vividly expressed in Gaston Bachelard’s Poetics of Space, as 
Bachelard meditates on the different characters of his oneiric house’s 
cellar and attic, and their capacity of ensuring the fundamentally ver-
tical character of the house.98 The cellar, the bottom of the house con-
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nects the house and its inhabitant to earth, to subterranean forces and 
to irrationality shrouded in darkness. The attic is the head of the house, 
the realm of tranquility and rationalism. The stairs leading to the cellar 
are never realized in terms of ascending but always through the act of 
descent, whereas one always ascends to the attic. The different charac-
ters of up and down are also illustrated by Harries through an example 
of different cultural readings on the natural symbols, with sacrality as-
sociated with the notion of up manifested in holy mountains and holy 
stairs, and correspondingly death and hell with the notion of down, for 
which a crypt beneath a church provides a tangible manifestation.99

Equally fundamental as the dialectic characters of horizontal and ver-
tical, of up and down, in the language of natural symbols are interior 
and exterior, and just as similarly are they to be conducted naturally 
from one’s embodied experience with reality. The dialectic nature of 
interior and exterior is directly realized through one’s awareness of 
their body, the body’s interiority in comparison to its surroundings, 
phenomena occurring outside oneself. The fundamental dialectics 
of interior and exterior could even be argued to be first realized by 
human beings already as they are born, in leaving the security and 
warmth of the interior of the womb. The openings of human body 
as meditators between the two equally highlight the difference, and 
the symbolism of interior and exterior does manifest in windows and 
doors in a remarkably strong manner, bearing direct association with 

the opening of one’s boy; eyes, ears and mouth. And just like with 
horizontals, verticals, up and down, the symbolism of interior and ex-
terior constitute a range of basic human associations with their expe-
rience, rooted in a shared bodily consciousness. The notion of interior 
speaks to people of shelter, comfort, security and privacy, yet equally 
of dread of imprisonment, with the different interpretations resulting 
not only from individual ways of experiencing the world and varying 
spatial preferences, but also explicitly from the notion of exterior. As 
the exterior manifests to one as threatening and alien, one provides the 
interior with an image of sanctuary, whereas once inside and given a 
glimpse of the exterior, especially in the form of light entering the in-
herent darkness of the interior, the exterior receives an implication of 
freedom and release. The meaning of interior and exterior, inside and 
outside, is clearly realized in relation to each other.

The association of threatening exterior can be for instance evidently 
identified in the paradigm of the primitive hut and the tale’s emphasis 
on the creation of shelter to rescue the primitive man from the ter-
ror of outside. The origin story of the primitive hut recognizing the 
vulnerability of human being to the forces of the exterior figuratively 
reiterates the biblical creation narrative, as earlier noted in the the-
sis, portraying the Fall, the banishment from Eden. The idea of the 
garden as an interior, from which humankind was forsaken into the 
exterior, the haphazard untamed nature, provides a prime illustration 
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of the significance of the dialect of inside and outside. Not limiting 
the examples provided on the Christian tradition, similar reading of 
exterior and interior is to be found in Plato’s conception of the realm 
of eternal truths, into which one seeks to return from the exterior realm 
of temporality.

Modernism, although being in many major aspects an ideological suc-
cessor of the enlightened concept of the primitive hut and perennial 
Platonism as argued so far by this thesis, developed in other hand a 
contrary reading of interior and exterior. The fascination with trans-
parency enabled with technical advancement with glass tempted the 
modern architects to figuratively eliminate the interior and the prison- 
and dungeon-like quality then associated with the erstwhile dwelling 
spaces. The exterior, however, remained an image one was to view 
from the safety of their all the time technically advancing dwellings. 
Instead of truly reapproriating the exterior in relation to the value cul-
turally placed on the inside, the Modernists established an illusion of 
dwelling in nature, while continuously supporting the hegemony of 
inside and the comforts associated with a proper domestic interior. 
Perhaps the confidence in mastery over nature achievable with ma-
chinery provided the Modernists with courage of imagining peaceful 
eradication of the distinction between inside and outside.
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The primary appeal with Harries’ natural language of architecture with 
its human body oriented symbol system, in regards with the earlier es-
tablished character of the Timeless House as an open-ended entity de-
void of imperative ideals, is the relativism concerning the values and 
hierarchies of the discussed symbols. While describing the nature of 
the symbols and their inherent differences and the associations human 
beings universally have of them based on their bodily experience of 
their reality, Harries never suggests the symbols with their opposition-
al characters to communicate some hierarchy of value to the people 
experiencing them, so that for example horizontals and down would 
hold some fundamental superiority to verticals and up.

Harries does discuss the different preferences and connotations of 
the symbols in different cultures during different times, providing 
examples of superiority placed on vertical over horizontal in Gothic 
architecture celebrating Christ’s victory over death, and of contrary 
condemnation of the same quality in skyscrapers seen as phallic sym-
bols in the contemporary post-Freudian age.100 However, per Harries, 
these differences are merely due to the different cultural readings and 
interpretations of the natural symbols that fundamentally are devoid 
of any assertive hierarchy of value. The natural symbols themselves, 
contrary to the absolute truth and perfection pursuing geometric creed 
of perennial Platonism and the tenacious convention of culture de-
pendent curation with ornamentation and meta-symbols, constitute for 

no moral imperative and seek to inform no preferred way of habi-
tat. The experience of such natural language directly relating to one’s 
body and fundamental state of being in the world, demands no prior 
cultural knowledge to be appropriated by the human being, thus con-
stituting for a proper vocabulary for the realization of the Timeless 
House, forming the basis for universal comprehension of the House’s 
physical manifestation while restraining from communicating ideals 
and leaving demanded space for one’s own personal interpretation. 
The ambivalent nature of the symbols and their dialogue with each 
other provides a coherent language for the formulation of the House in 
its state of recurring ambiguity.

A major issue with architecture is its apparent obligation towards its 
subjects to provide them with soluble, reasonable objects and phe-
nomena, as well as the desire of designers and the subjects of design to 
communicate themselves and to be understood. In order to communi-
cate themselves through their designs, architects, with varying degrees 
of care, fill their works with assorted signs and symbols that intend to 
guide the spectator towards the correct solution for the experienced 
phenomenon. Discussing the methods available and feasible for such 
practice is definitely of major importance in architectural discourse 
and worthy of multitude of separate volumes, yet is not in the focus 
of this study. In the framework of this thesis, the relevancy of com-
munication and ultimate solutions altogether in architectural design is 
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given the actual emphasis, and whether the capacity to communicate 
precise ideas holds an absolute value in architecture. For people crave 
for closure, for a solution and answer that would ultimately explain 
everything in the end. But when the solution is reached, the puzzle 
finished, the phenomenon in question loses its appeal and its capacity 
of stimulating one’s curiosity. Solved questions become hollow and 
redundant. Unsolved matters retain their appeal, maintaining their vig-
or and living on through one’s imagination.

In this sense, the Timeless House must not be representational, it must 
not make an attempt at communicating some ideal state of being or 
try to guide its inhabitants to live in a certain way, preferred by the 
architect or by the dominant cultural context. The House and its para-
digm of formulation must seek to detach from the expressive tradition 
of architecture based on varying historical or ideological precursors 
behind certain styles and ideals.

As the thesis has previously suggested, a return or a strive towards a 
fixed idea, an archetypal paradigm, proves inevitably impotent in giv-
ing shape and character for the Timeless House, due to such practice’s 
dependency on the conception of perfection and endless optimization 
it requires. The suggestion is further argued by William Hubbard’s 
condemnation of architecture’s pervasive habit of idolatry and choos-
ing of precursors through which some ideal model of habitat could be 

formulated. Hubbard deems ideals, the subjects of architectural tradi-
tion of representation, finally groundless and arbitrary, especially as a 
grander span of time enters the equation. Then again, Hubbard praises 
one’s creative, intellectual capacities of finding value in matters where 
no inherent value resides: “… of course the world, as given, doesn’t 
make sense, but that we can make sense of it and we are the only ones 
who can”.101 Similar sentiment of one’s ability in providing the value 
for the world and phenomena one encounters is shared also by Nor-
berg-Schulz, as he claims that “although the world is immediately giv-
en, it has to be interpreted to be understood, and although one is part 
of the world, one has to concretize their belonging to feel at home”.102

The Timeless House would be like a song sang in a foreign, unfamiliar 
language, which one cannot comprehend, a song that gains its value 
through its listener, not due to its capacity of communicating certain 
message or story to them, but through its essence as a song, as a series 
of syllables for which the one experiencing the song gives their value. 
And depending on one’s mood, life situation or time of the day, the 
song sounds different and raises a different range of emotional re-
sponses every time. The House provides its inhabitant with no expla-
nation or closure, and thus, by avoiding definition, continues to haunt 
one’s imagination and curiosity, leaving one with a lingering sense of 
unending enigma.
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the House

“As soon as man gives thought to his homelessness, it 
is a misery no longer.”103
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The character of the Timeless House stems from the abandonment of 
both aesthetic and instrumentalist approach to architecture and dwell-
ing. The instrumentalist approach focusing on the need for material 
shelter alone does not suffice for the formulation of a more durable 
habitat, especially as the approach’s tendency for the conception of 
perfection is recognized, that ultimately stresses a process of constant 
demolition and reproduction denying the possibility for a fixed ar-
chitectonic entity. In addition, the technical approach tends to mask 
the world behind instrumentalized processes of everyday functions, 
detaching the inhabitant from their actually experienced environ-
ment.  The negative properties of the approach especially favored and 
advanced in modernism have been inevitably recognized in one-di-
mensional character of the realised works and in the loss of content. 
Although rationality and order had been effectively imposed on the 
chaotic state of human habitat, the architecture and dwelling lacked 
more profound contents and had lapsed into dull everyday convenience.

The experienced spatial and societal alienation were in turn to be re-
solved by the aesthetic approach, most extensively utilized in eclec-
tic stylistic historicism of the 19th century and later prominently in 
post-modernism precisely combating the instrumentalist attitude of 
modernism and functionalism. The aesthetic approach seeks to add 
additional meaning to its subjects, to elements utilized in building and 
to buildings themselves: meaning inherently experienced lacking in 

purely utilitarian architecture. The approach operating on the para-
digm of architecture resulting from building plus decoration proves 
equally flawed approach to the formulation of the Timeless House. 
Not merely appealing to the accused whimsicality and subjectivity 
fundamentally governing the approach in respects of colder, more cal-
culative instrumentalist approach, the thesis has discussed the inev-
itable temporality of cultural and secular agreements on the utilized 
symbols and decorations of the approach, for the wished added mean-
ing is hardly likely to endure the transmission and translation between 
cultures and time. The issues of the aesthetic approach are explicitly 
demonstrated in Harries’ condemnation of the use of meta-symbols in 
architecture, in which the symbols utilized distinctly carry historically 
colored messages that however are no longer understandable due to 
the lost comprehension of their original contents.

The current state of contemporary housing design and the practice’s 
evident incapability for providing dwellings with expanded duration 
can be recognized in the practice’s nature as a combination of both 
instrumentalist and aesthetic approach, synthesizing the parts from 
both in an inherently compromised manner. The basis of the practice 
lies indisputably in the technical functionalism governed by the laws 
of economy and practicality. The aesthetic approach is then utilized 
as means of curation and dressing the technical package to mask the 
actual properties of the habitat and to convince the inhabitant of the 
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value of their environment; value that is dependent mostly of the shift-
ing cultural preferences recognized and exploited by the designers 
and marketers. Once a colorful exterior facade treatment is applied 
to a typical concrete house, or a wood-imitating flooring material is 
utilized instead of a cheaper grey plastic mat, the dwelling and one’s 
habitat is magically elevated to higher value through the application 
of the aesthetic approach. As the aesthetic and functional demands and 
preferences again change, the earlier house is to be yet again aban-
doned and replaced by a “better” one.

The conception of the Timeless House calls upon an overall compre-
hension of architecture as spaces and objects with no absolute direc-
tions or values. Spaces and objects are to be comprehended through 
three qualities, that are form, proportions and connection to other 
spaces, objects and most notably to human beings themselves, in ac-
cordance to Harries’ concept of natural and conventional symbols. 
This conception allows the phenomena to be assessed and evaluated 
as they are, without the burden of subjective expectations and func-
tional demands imposed on them. When the space or object is freed 
from arbitrary and excessive qualities, it is open for an endless variety 
of interpretations and uses, as its content forces no models of behavior 
or thought upon its user. The spaces and objects of the Timeless House 
are not pretentious. They wish not to communicate a yearning for lux-
ury, for grander ways of life. They have no lingering, judgmental atti-

tude. They belong to no peasant, to no king. They are what they simply 
are, judged through the understanding of their form, proportions and 
relations to other immediate spaces, objects and the one experiencing 
them, with no subtext ready to reveal their “true” value. Their value is 
relative, and ready for discovery by any individual taking their time to 
actually appreciate their trueness and integrity for what they are.

The proposal for such architecture with no pre-imposed value and the 
reduction of excessive curating must not be mistaking for a goal for 
sterile, image focused minimalism or architecture without qualities. 
As the thesis has previously argued, the architectural experience and 
thus the experienced relevancy of that architecture depend both on 
the architecture and the one experiencing it. The relevancy of that 
encounter stems from the interpretation of actual spaces and objects, 
and for the interpretation to take place, the architecture must provide 
the boundaries and subjects for it. Even as the exact curating of ar-
chitecture is proposed to be avoided for its limited secular capacities 
of communication, architectural form and space have no obligation 
to homogeneity, but are rather encouraged to embrace their naturally 
evocative qualities.

In addition to the demanded greater involvement and intentional at-
titude of the house’s subjects, the thesis places great importance and 
gravity on the subjectivity of the architect in the process of defining 
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the Timeless House. Such approach could easily be rejected as ego-
istic and ultimately selfish. However, concerning the vast time frame 
imposed on the context, the gravity of an individual ego and its per-
sistence are rendered quite meaningless. Timeless House stands as 
monument for no individual or ideology. Through erasing its client, 
its architect and those responsible for its construction, the House elim-
inates its origins. And this action of erosion and fading of the initial, 
actual point of origin, in terms of ideas, values and personal desires 
of originally involved parties, is a crucial instrument in achieving the 
timelessness the thesis has so far discussed. In such manner, the House 
ultimately attains the quality of a ruin and becomes truly “useless”, its 
character being unrecognizable through the analysis of its function or 
initially pursued functionality or ideological precursor.

The fear on ambiguity is of cardinal dominance in theory and practice of ar-
chitecture, for a major part of architecture is played by rhetoric and capabil-
ity of arguing for presented solutions. Ambiguity stands in distinct contrast 
to the concept of universality pursued in main-stream modern architecture, 
which stresses the communicative capacities of architecture and trust in the 
experience of architecture being inherently same to all people regardless 
of their backgrounds and cultural orientation. In order for architecture to 
be realised, the architect must comprehensibly communicate and “sell” his 
design to one’s client or rather clientele, often consisting of a wide variety 
of different parties with varying interests for the project.

Architecture itself is a complex matter governed with highly ques-
tionable and speculative truths, with a multitude of practical and fig-
urative variables, constantly open for further deliberation and dispute 
for its qualities and purposes. Such unresolved nature imposes serious 
challenges on both the formulation of one’s personal relationship to 
architecture as well as on arriving at some mutual understanding of the 
discipline’s disposition among its practitioners. Needless to say, that 
from such state of uncertainty, communicating architecture to one’s 
client and convincing them of its validity, is even more of an effort. 
With constant distrust in one’s own reasoning, convincing others of 
the qualities of the proposed solutions often seems a rather dubious 
task, while exposing one’s own uncertainty is definitely not an option 
as it would much likely halt the project altogether. Unsure of their 
own authority, architects seek some higher authority to argue for their 
designs, regardless whether such authority is to be found in god, prim-
itive hut, geometry, function, economy or climate change. Oh, how 
architects envied engineers of the early 20th century for their certainty 
and their capacity of reasoning with science!

As the house, its structure and its spaces impose no behavioral model 
on their inhabitant, communicate no ideal or no yearning for correct 
functionality or proportions, the question of arbitrariness is inevitable. 
What good is the house for? How does it argue for its existence? How 
does it justify its character? On what merits is the house architecture? 
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Laugier and his contemporaries found the answer in classic, nature 
imitating orders setting true architecture apart from mere animal con-
structions. Functionalists disregarded former compulsions for beauty 
and repelled arbitrariness in their works with the emphasis on correct, 
refined utility. Alongside emphasis on functionality, Corbusier found 
ratios, standards and geometry essential in providing the dwelling with 
a heightened status and quality. Harries demanded ethical function of 
architecture, a return to comprehension of architecture’s natural lan-
guage in order to rediscover a way of life valid for our period.

The Timeless House urges its inhabitant into learning how to live and to in-
habit their environment. The House proposes sensibility and active engage-
ment with one’s habitat. The Timeless House is a collage of non-functional 
spaces with varying spatial and formal qualities. The defined, specific and 
stable enclosure of the house’s spatial system provides the inhabitant with a 
concrete framework to inhabit as they will, demanding active involvement 
in order to realize the way they actually wish to inhabit the spaces provided. 
The House provides no explanation for itself, no argument for its existence. 
It provides its dweller with no manual, and no instruction on the way they 
should “use” it. Like Laugier, Corbusier and many others invested time and 
thought in the essentials and figurative origins of architecture and habitat, 
also the thought experiment of the Timeless House would like to introduce 
its own conceptual first man, its noble savage, a “primitive innocent”, to 
conceptually express the qualities of the House.

The Primitive Innocent is an active, curious individual, who possesses 
no knowledge of any normative frame of hierarchy or value associated 
with the environment and phenomena they encounter. The Innocent is 
aware of their fundamental state of homelessness in the world, under-
standing that the House does not belong to them, that they are merely 
a guest there: a temporary passenger in the world earlier inhabited by 
their ancestors and in future by later generations. The homelessness 
appears to the Innocent as no misery, but as a natural state of human 
being, that allows them to inhabit the world with less antagonistic at-
titude towards time. The adaptive and endlessly curious attitude of the 
Innocent enables them to effectively appropriate and over and over 
again reappropriate their environment to suit their needs and prefer-
ences. The Innocent does not assert the dominance over their environ-
ment, and instead seeks to adapt to it through the process of further 
interpretation of the spatial and formal conditions encountered. They 
find the cave, the forest, the riverbank and the Timeless House equally 
sufficient for their habitat. The Innocent is pliant and weak.

The thesis’ pursuit for the Timeless House, for a dwelling capable of 
standing the test of time and enduring in use as human habitat, could 
be with good conscious compared to modernism and accused of simi-
lar “ill will”104 against time. As earlier in the thesis observed, through 
readings of perennial Platonism and modernist craving for striking 
a consistent separation between human and natural, modernism can 
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be evidently criticized of its apparently failed attempts at detaching 
human being not only from one’s natural setting but also from time. 
For one, Pallasmaa has discussed modern architecture’s aspirations 
for perfection and autonomy, manifesting in preference for perfect ge-
ometric forms and purity of white surfaces bathing in eternal light.  
While not taking into further consideration Pallasmaa’s argumentation 
for superiority of material hapticity and weathering, the thesis agrees 
on the critique of modern architecture through its evoked “experience 
of flattened temporality”.105

To argue for the character of the formulated Timeless House crucially 
differing from modernism’s apparently similar aspiration, the thesis 
proposes a reading of modernism’s quest not for a timeless house, 
but for an atemporal house. For a house fundamentally detached from 
time, with a repressed desire for rendering the inhabitant immortal. 
For enabling the New Universal Man to escape death through the 
application of emancipatory new technology into a comprehensibly 
protected shelter of adequate comfort, in which they would no longer 
need to bother with their relationship to their habitat and their human 
condition. Such quest of heroic utopian modernism has already been 
observed to having failed not only in delivering such higher, admit-
tedly speculative, state of security but also in formulating a perfectly 
utilitarian dwelling that would endure in human use through its un-
questionable logic of functionality.

Explicitly in the comprehension of the relationship between time, the 
inhabitant and the house, lies the fundamental difference between the 
conception of the Timeless House pursued in this thesis and alleged 
quest for immortality in modernism. While modernism’s pursuit for 
heightened sense of definite security has not only failed in its prac-
tical application to dwelling, it has even further increased the terror 
of time and made the possibility of authentic death, per Heidegger, 
unreachable for contemporary people. The constant strive for yet bet-
ter shelters, for undisputed dwelling comfort fading any traces of in-
convenience with the actual encounter with one’s habitat, for sterile 
vacuum bags protecting one from the terrors of place and time through 
continuously, yet notionally advancing technological applications, has 
furnished the contemporary dweller with insecurity and rootedness in-
stead of providing them with the sought after sense of security.

Unlike the ideal inhabitant of utopian modernism, the figurative Prim-
itive Innocent is not immortal. The physical strength of the House is 
not their strength, but explicitly lends them the possibility of realizing 
their own temporality in comparison to the House. The natural lan-
guage utilized in the formulation of the House with the language’s ba-
sis in the fundamental properties of human being, echoes the already 
gone presence of earlier inhabitants, testifying the continuum of time 
and human civilization, providing a medium for coping with the ever 
present terror of time.
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The quality and habitability of the Timeless House are foremost de-
pendent on the inhabitant. In order to make the House and the world 
inhabitable, one must commit to active and critical evaluation of one’s 
own sensibilities and preferences, to constantly reappropriate one’s 
habitat. The task of architecture is to facilitate for such growth in one’s 
sensibility and to provide a setting for one to learn to dwell creatively, 
genuinely. Architecture must provide one with tactile boundaries and 
spatial phenomena to be encountered, without the burden of too strong 
cultural or societal subtext. As the architecture imposes no definite 
ways of evaluation and utility, the House’s utilization is left for the in-
habitant to invent themselves without obstructive precursors and nor-
mative expectations, hence enabling more intentional and innovative 
occupation of the space and structure provided. The House itself is a 
physical, static entity, that remains unchanged while its utilization is 
being constantly reinterpreted and restructured in accordance direct-
ly with the House’s inhabitants. The House attains its timelessness 
through this quality of recurrence.

The visual essay with its 24 distinct images presents the actual formu-
lation and the principal argument of the Timeless House, with a task of 
manifesting the House’s hitherto discussed nature of open-endedness, 
ambiguity and demand for heightened intention and critical assess-
ment of both one’s perceived environment and one’s own, inevitably 
culturally and secularly colored prejudicial attitude. The juxtaposition 

of the images amidst the body of text in a strikingly disconnected 
manner challenges the conventional perception and reading of the im-
ages and their content, as the text does not operate as a direct narrative 
for the understanding of the provided imagery and provides no cura-
torial commentary or labels. Instead of containing readily revealing 
properties guiding one to certain definite conclusion concerning the 
nature of the presented imagery, the images portray a variety of spatial 
situations sharing a representational medium and format and utilizing 
a range of archetypal elements recurring among the images.

As one is automatically not aware of the content and purpose of one’s 
perceived phenomenon, one needs to actively try to construct the 
meaning and utility into the phenomenon themselves relying more 
on the actual properties encountered, and depending on one’s back-
ground, attitude and level of curiosity, one is capable of conducting 
multiple readings on the visual essay based on the simple elements 
presented and recurring in their visual vocabulary. The immediate 
presence of the text simultaneously draws attention on the difficul-
ty of perception genuinely free of exterior stimuli and narratives that 
affect the reading of one’s perceived environment and phenomena in 
an almost unnoticed manner. The visual essay seeks to simulate the 
experience of the Timeless House in its at first seemingly arbitrary 
and awkward nature, slowly unveiling a deeply complex and endlessly 
re-interpretable entirety through one’s ingenious capacities.
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reflections
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For the sake of evident complexity and ambiguity associated with the 
topic of the thesis, further accompanied by the intentionally select-
ed declarative tone with which the ultimately still rather vague con-
clusions and suggestions were communicated in the fifth essay, it is 
considered here to be of utmost importance to commit to extensive 
personal reflections overt the project of the Timeless House, its pro-
cess and the clear subjectivity of mine consistently present in all parts 
of the work. The purpose of the final reflections is to conduct critical 
analysis on my own thoughts on architecture, time and the nature of 
dwelling, to evaluate my stance towards the subject before and after 
the study, and how this personal stance of mine in all its subjectivity 
and more or less hidden preoccupations has affected the character of 
the thesis.

Although the formulation of the House stresses avoiding communi-
cation of ideals or imagining an ideal dweller, the thesis has a rather 
awkwardly precise idea of the qualities the inhabitant should possess. 
The House is supposed to encourage the inhabitant into learning how 
to live, and even if the correct way of living is not exactly instructed 
but rather left for the inhabitant to discover themselves, the Timeless 
House imposes a quite imperative moral ideal on its subject. The in-
habitant is figuratively nurtured into becoming the “primitive inno-
cent”, the ingenious, curious and endlessly reflective and adaptive 
being, constantly reassessing his relationship with his habitat. These 

definitive qualities of the figurative individual are then clearly tak-
en for granted by myself, which communicates somewhat flawed and 
secular premise for the project of the Timeless House.

For me, it seems, the experience of habitat and of architecture, is soli-
tary by nature, instead of a shared one. I consider the experience to be 
a personal, intentional process, and the interpretations impossible to 
be communicated between human beings. The “primitive innocent”, 
introduced by the thesis, is a lone character wandering a desolated, 
yet highly intriguing world, projecting their person and individual 
values on the phenomena one solely encounters thus bringing them 
to life. There is no communication, no shared experience or mutu-
al understanding between these individuals, as they not only inhabit 
their physical dwelling, but the dwelling in their own imagination. As 
the communication and verbal imposition of these personal mental 
dwellings upon each other would only ruin the pursued freedom of in-
terpretation and timelessness, the individuals are assumed to restraint 
from such activities. In this regard, my view on architecture is strongly 
humanistic in a very classical sense, as my core conception, or rather 
assumption, is based on the qualities and intellects of individual hu-
man beings. The humanistic approach, however, does not expand for 
me to cover human beings as species or as a community. Dwelling 
is an intentional, intellectual practice of an individual, instead of an 
experience of a community; of a family for instance. However critical 
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the thesis has been towards Laugier’s essay with its tendency for dom-
inating one’s environment, in this sense the thesis bears significant 
similarity to Laugier’s conception of the primitive man as a resource-
ful, ingenious individual.

Thus, the concept of dwelling that I presented in the thesis as a pro-
posal for the character of the Timeless House, differs greatly from 
the one proposed by Heidegger and further discussed by Harries. For 
Heidegger, dwelling is fundamentally a shared activity, relating to a 
family rather than to an individual, and even extending to cover multi-
ple generations so that the experience of dwelling is not only affected 
by the individual’s personal intellects and bodily experience of one’s 
physical environment, but also by one’s sense of belonging to a cer-
tain community.106 Similar emphasis on the community as a catalyst 
for dwelling and architecture is also identifiable already in Vitruvius’ 
account for the origins of architecture, as he describes his figurative 
primitives gathering around the accidentally started fire, to together 
develop the needs and means for construction, namely culture though 
the development of common language.107 My intentional emphasis on 
the individual and one’s personal experience with one’s environment 
somehow explains also the focus of the thesis, as the topic of habitat is 
here not considered primarily in terms of its social dimension. In this 
way, the thesis differs from typical polemics of housing design that 
stress the social and political influence and implications of habitat, as 

the thesis emphasizes the direct relationship between the dwelling and 
the dweller, perhaps even too strongly pursuing societal autonomy by 
intentionally dismissing the social factor from the scope of the study. 
The thesis in its quest for durability and architectural timelessness, 
does not primarily seek to propose solutions to any societal challeng-
es, as the habitat is here not considered in respect of society, economy 
or some other cultural construct, but in respect of human being and 
their relationship with time and their physical environment.

This evident emphasis of mine on the dualistic nature of habitation 
recognizing an active individual and perceived architectural phenom-
enon as its sole protagonists, suggests my conception of dwelling to 
be actually closer to Harries’ fundamental typology of temple rather 
than the typology of home. Harries testifies in his twofold division of 
architecture’s paradigmatic precursors, home and temple, the origin 
stories recognizing the origins of architecture in the primitive hut and 
the Greek temple.108 Whereas the primitive hut, as earlier inspected, 
is a man-made domestic structure tackling the secular needs and pref-
erences of its initial inhabitant, the temple is often in many cultures 
considered to be God-given.

The thesis has not considered or stressed habitat as a process of build-
ing, but rather as individual’s means and capacities of adaption to their 
ready-given environment through one’s intellects and powers of ob-
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servation and interpretation. In such manner, the fundamental precur-
sor of Timeless House lies with the temple instead of the hut, or rather 
with the state of nature, the cave instead of the nest.

When I started formulating the idea for the thesis as a study for a 
timeless, universal dwelling, my conception was of a refined utilitar-
ian object, with reduced qualities and archaic feel. I considered such 
reduction to optimally result in one correct solution to dwelling. The 
reduction and search for essential, titrated qualities and functionali-
ties, as a methodology, seemed an appropriate approach to the subject, 
and thus also guided the study towards the analysis of the theme of 
the primitive hut. During the study, however, quite soon that prime 
hypothesis of mine began to alter, as my conception of architecture’s 
speculative timelessness shifted into a more relative form. The idea 
of a timeless dwelling as a frozen or petrified, conserved ideal state, 
began to turn into a conception of a static, yet open-ended entity with 
no innate values, with no ideal state to be represented. The preliminary 
hypothesis of mine apparently recognizing the possibility for timeless-
ness of dwelling in architecture’s autonomous utilitarian capacities in 
itself speaks of my cultural background and equally culturally colored 
architectural education, which again testify the enormous impact the 
technical approach to one’s environment and habitat has had on our 
worldview and the architecture we more or less unconsciously pro-
mote in our practice.

The thesis, its topic and the process that it demanded, functioned for 
myself as a personal tool of resistance against, and reflectance on the 
inevitable; the passing of time, aging and changes in life situation as 
my studies and life as a student are being replaced by the reality of 
actual practice and profession. By time and age, there will probably 
be chance yet for me to adopt the lessons and conception of time pre-
sented so well by Harries as he urges architecture to adopt a softer 
approach to the ultimate fleetingness and death of even the grandest of 
designs and pursuits, to embrace the terror of time as better means to 
cope with it than the typical, stubborn practice of building notionally 
permanent structures.109 Already the thesis hinted towards such shift 
in my conception, with increased sensibility for the relative nature of 
architectural experience and architecture’s limited capacities in com-
municating absolute truths.

Yet the thesis and the way I addressed its topic, reveal deeply antag-
onistic and oppositional attitude to time, as architecture is here still 
considered primarily as protection against the threat of time. To great 
extent, I yet recognize myself in the fearful animal in Franz Kafka’s 
never-completed story Der Bau.110 The animal commanded by its per-
vasive sense of helplessness and bound in its desire of total security 
provided by an illusion of stability and persistence, by faith in a possi-
bility of realizing a truly persistent edifice capable of credibly combat-
ting the terror of time and the animal’s own, unacceptable temporality. 
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No matter how many threats the animal considers and tackles, there 
continuously remain signs of yet un-tackled menaces. No matter how 
elaborate and refined the artificial environment the animal has con-
structed for itself, the inevitable cannot be defeated.

While cautiously trying to avoid further hampering the credibility of 
my thesis and shooting myself figuratively in a leg, I wish to medi-
tate on the process of the literary work conducted, and to express my 
slight, generally positive surprise of the outcome of the thesis. As I 
had wished, the literary medium as an earlier less utilized approach to 
architecture by myself turned the whole task of the thesis into a com-
prehensive learning experience, as I did not already in the beginning 
of the process have a definite, clear vision of the resulting work. Or 
rather, I had a vision that was naturally molded and reshaped during 
the process, providing myself with welcome sensations of discovery 
concerning my own thinking and revealing new, earlier to myself un-
noticed aspects of my conceptions and a priori tendencies towards ar-
chitecture, dwelling and time, to name the most prominent ones.

I also feel indebted to express here my gratitude to Juhani Pallasmaa 
and his extensive literary production, that first prominently introduced 
myself to the medium of writing as a potential approach to the practice 
of architecture, and to whose distinct style of writing my own literary 
delivery somewhat relates.

The point of the visual essay in the thesis as a self-imposed practice 
was for me to try to erase myself from the illustrated architecture, 
the provided spatial situations and their visual communication. I tried 
to constantly reflect on the choices I made in the articulation of the 
images, with an attempt of restraining from the either intentional or 
unintentional use of curatorial elements, that would be founded on 
my personal preferences or on contemporary architectural and rep-
resentational trends. My attempt was to construct the presented spac-
es, structures and their visual articulation through the use of archetyp-
al architectural elements, that would resonate with Harries’ conception 
of natural symbolism accessible through our mutual understanding of 
our bodily experience of reality, and in accordance to avoid the use of 
elements that would be dependent on some cultural understanding of 
their symbolism or a recognition of a reference to some actual archi-
tectural work.

Timelessness per se, as an unreachable quality in any human endeav-
or, fundamentally cannot serve as an actual objective for architectur-
al practice. Insisting on concretely ageless constructs with truly per-
sistent qualities would be thoroughly naive and completely without 
justification. However, the thesis has not tried to claim a role of a 
construction guidebook or that of a practical design manual. The goal 
of the thesis never was to provide actual guidance for one’s designs 
in a manner in which for instance Christopher Alexander does in 
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his The Timeless Way of Building111 and the follow-up work A Pattern 
Language112. The issue with the approach of a guidebook, as Timo 
Penttilä puts it in his posthumously published work on architectural 
theory113, is the medium’s inevitable need to be attached to its immedi-
ate time and place in order to truly benefit the designer or the builder 
as a building manual, thus being in constant need of updating. This 
need for such continuous refinement and updating in itself already be-
trays the nature of the thesis as a pursuit for more durable concept 
regarding dwelling and its nature. For this reason, conventional tech-
nical reading of the thesis fails the reader, as one might mistakenly 
expect to receive practical design guidance for oneself to assess and 
utilize in one’s actual practice.

Instead, the thesis is to be recognized as a personal, theoretical medita-
tion over its vast subject, or rather as an attempt at formulating a basis 
for a more comprehensive, future approach to the theory of dwelling. 
Timelessness as a figurative quality serves as a theoretical model and 
as sort of a thought experiment, through which one can assess one’s 
a priori values and conceptions. Consideration of an exceedingly vast 
timespan exposes one’s ready learned presumptions of architecture’s 
relevancy and qualities for a more merciless questioning than mere 
tackling of technical and pragmatic present demands, and thus con-
tributes to further elaboration of one’s stance. The study for Timeless 
House in proposing just some tentative suggestions to consider instead 

of communicating clear directions or absolute manifestoes, contrib-
utes to architecture by inspecting presuppositions of architectural ap-
proaches usually taken for granted, thus opening alternative possibili-
ties in reconsidering one’s position. The thesis intends also to provoke 
conversation and invite people to express their own conceptions of the 
matters presented, as the topic and the way it is presented naturally 
communicate no absolute truths due to their highly open-ended na-
ture. Such speculative theoretical approach to architectural profession 
with such an ambiguous topic of investigation and no distinct practical 
applications to show as results, might easily strike as arbitrary and re-
dundant in the present pragmatism governed practice of architecture. 
Yet architecture owes much of its merit to the daring of pursuing uto-
pias. Daydreams of caves and ruins. Of matters unreachable.

A return to completely unprejudiced innocence of one’s childhood is 
ultimately impossible. The same direct relationship to one’s immediate 
environment can never be truly recovered. And as I lack the strength to 
muster similar nostalgic belief that Norberg-Schulz presents in the pos-
sibility of returning to poetic dwelling114, I must for now settle for the re-
alization of one being themselves capable of rendering the world around 
conspicuous, even for a little while from time to time, through their own 
ingenuity. Now and then, we should do well to shed our everyday ap-
proach to our environment, and instead reawake the child within.

“Form is nothing else but a concentrated wish for everlasting life on earth.” 115
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Morning sun slowly illuminating the neighbouring room wakes man 
from his slumber. Lying still on his back, slightly tilting his head, he 
follows as the room next to his chamber grows lighter. There are no 
windows, no opening in his chamber, except for a doorway into the 
neighbouring room and its gentle brightness of morning now softly 
spreading to his chamber. After a moment of this quiet repose, man 
slowly stands up, his back and knees providing him with a subtle re-
minder of his age and stretching undone in his youth. Carefully not to 
hurt himself further, he straightens his back and raises his arms above 
his head, his fingers just touching the ceiling of his chamber. Standing 
in the middle of the room, now stretching his arms to his sides, he 
touches the opposing walls of the chamber, holding his gaze on the 
doorway before him, still slowly accustoming his eyes to the bright-
ness of the next room. Grabbing his robe hanging from a simple wood-
en rack by his right side, man leaves his chamber, and enters the next 
room. This room is distinctly bigger than his chamber. On a shorter 
wall, now on his right side, is a window, headed east, its double hung 
leaves now open, letting in a gentle breeze along the morning light. 
His housemates must have opened it earlier, man thinks as he leans 
over the window to have a brief view on the surrounding landscape. 
Turning around, man heads to the doorway on the opposing wall. On 
the wall on his left, there are three doorways, one into his chamber 
and two into similar ones, one of those two occupied by his housemate 
and one utilized as a storage room for their books.

By the wall on his right side, there are no doorways or windows, but 
a couple of dissimilar chairs and piles of books lying around on the 
floor. On the floor there is also a long, soft carpet and above a single 
lamp hanging from the ceiling. The wall on his right is decorated with 
a tacky wallpaper, a work done by man’s late housemate, which he 
would rather remove did his current housemate not fancy it. Man re-
members these quarters having earlier served as a prominent kitchen, 
the smaller chambers being utilised as storages for various ingredi-
ents, which explains the still lingering, nowadays faint smell of spices 
occupying his chamber. The book storage smells like fish. Man walks 
past the chairs and piles of books, reaching the other end of the room 
and enters the next room through the doorway. The door is already 
open, for his housemate had left their quarters before him.

The room man enters is slightly wider, yet its height is also a bit lower 
than the height of the previous room. From his current viewpoint, the 
left end of the room opens south to a small courtyard space, through 
which the exterior illumination softly spreads into the room. Due to 
the width of the room, the light does not entirely reach the other end 
of the room, creating a gradient from the light of the courtyard to the 
dark of the right end of the space. In addition to the lighting condition, 
the most distinct feature of the room, in man’s opinion, is the arrange-
ment of three, at least seemingy non-aligning columns along the width 
of the room. Man recalls first being rather irritated with the placement 
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of such obstacles and having time to time bumped into one of them 
when paying no attention to their existence. But with time, as he had 
lived longer in these quarters of the house, he had grown accustomed 
to their presence and even developed interest for their possible mean-
ing. Particularly interesting the columns and their placement must be 
for man’s housemate, who constantly rearranges the furnitures in the 
room in relation to them. The continuosly changing juxtaposition of 
the couple of couches, remote speakers, houseplants, chairs and ta-
bles amidst the silent, yet definite presence of the colums provides the 
room with a maze like quality. The quality amuses man. When he had 
earlier asked his housemate about this practice of them, the house-
mate had explained that one day they will get it right, that all their 
possessions will align perfectly within the room. This conversation 
took place three years ago, and the flux goes on.

The housemate sits in the darker end of the room on a green couch, 
typing intently on their laptop, presumably deep in thought. Man con-
siders it best not to disturb them in that blessed state of inspiration, and 
instead quietly walks to a small, functional kitchen counter installed 
by the room’s longer wall, and prepares himself a simple breakfast 
consisting of a glass of juice and two slices of bread with jelly. He sits 
to eat on an old wooden chair next to the counter. He rather likes the 
chair and also its current location in the room, but understands also 
that it would propably sooner or later find itself in some other location 
based on the next inspired spatial consideration of his housemate.
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