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ABSTRACT

Ode to Heterotopia is a practice-led research composed of written part and artistic production. Artistic 
production, a combination of a rug and furniture, is in the main focus of this research. 
While conducting my research, I used sources of inspiration such as Hvitträsk home/atelier in Finland, and 
takht from the gardens of Yazd, Iran, Ode to Heterotopia is cra�ed based on the parallel narratives between 
the two cultures. I place my work in between the realms of art and design. �e main location for on-site 
research is done in the city of Yazd, where I used photo documentation, sketching and taking notes as my 
main method of gathering information about takht. 
�is thesis is divided into two parts, the �rst part consists of literature review on philosophical inquiries re-
lated to other-spaces, for instance philosopher and social theorist Michel Foucault�s concept of heterotopia. 
�e review of this theory provides insight into creating  a space within a contemporary interior similar to 
the idea of Foucault, where he describes worlds within worlds. I aim to achieve this quality by mixing my 
cultures of origin, Iran and place of residence, Finland.
�e literature review continues on by leaning on the psychological associations related to couch-rug com-
position, a space that is grounding and open, Inspired by the romanticism and connotations related to the 
tales of A �ousand and One Nights, rug becoming a vessel of conveyance. 
�e main focus of the thesis is the artistic portion which includes technical and practical �ndings and ex-
plorations which lead to the production of the �nal furniture, the written content and research is there to 
support and explain my artistic aspirations and goals. �e design process and testing lead to developing a 
structural system for the furniture through methods used within the Iranian and Finnish cra� and design 
context.
�is thesis project�s emphasis is on joining the strong traditions and theoretical procedures applied with-
in the realm of design and architecture of the two countries. �e body of the furniture is put together by 
combining the design approach in creation of Persian gardens with the Finnish bent plywood system used 
within the interior architecture. �e design of the rug is also a fusion of the Finnish ryijy and Iranian gabbeh. 
�rough several iterations, the �nal prototype consists of solid birch furniture and the rug is made of natural 
wool yarns. �e motivation and goal of this project is to design a comfortable, warm place for individual or 
social use. 
 �e purpose of the thesis is to explore the experiential qualities of furniture/rug duo as a space, potentially, 
slower pace of life. �e thesis inquiry consists of research and literature review of similar settings working as 
a vessel for an individual therapeutic space or platform of daydreaming. �e goal of the project is to intro-
duce and redesign a type of furniture with these purposes for contemporary interiors.	

Key words: autoethnography, daydream, furniture design, textile, rug, spatial design, hedonism, 
wellbeing, mixing cultures
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�is project is built up on a memory, a dØjà vu i that experienced when i visited a garden in Helsinki. I 
meticulously regrouped my senses, the space felt familiar even though it was my �rst time being inside. My 
intention is to recreate the garden as a platform for day-dreaming by redesigning takht, a furniture intended 
for such non-activity. I realized a lot of the times we move in di�erent spaces to get things done, going from 
point A to B with a goal in mind, well i believe a space should be dedicated to indulge ourselves, think about 
pleasure, day dream or absolutely do nothing.

1. INTRODUCTION

1.1 Memory and Space 

Helsinki became the city of my residence while I was enrolled in Aalto University to complete my post-
graduate studies. In Helsinki, one is surrounded by forests and lakes that are an important source of leisure, 
social, and individual escape for residents during summer months. During the colder months of the year, 
the Winter Garden,�Talvipuutarha� [Winter Garden] (Fig. 2.). 
�e garden is divided into three sections that are home to plants and trees that are from di�erent corners of 
the world. 
I go there regularly to sit, draw, or just listen to the stream, and take in the air. In wintertime, once you step 
inside the garden the world outside disappears. Within its con�ned walls, the winter has no trace. �e feel-
ing inside the garden is similar to what I remember from being in my grandparents� garden - a space that 
separates me from what goes on daily, a safe space where in it the routine of city life does not exist.
It is everything that outside is not; it is a type of a heterotopia, a world within another world, sort of a 
counter-site. It provides me with what I feel deprived of, a grounding escape. �is is why I keep going back 
to the Winter garden in Helsinki.

Fig.2: Helsinki Winter Garden
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1.2 From one extreme to another

In places with extreme weather conditions, architects and designers aspire to create spaces that are an 
antidote to the dominant environmental conditions. �e winter garden in Helsinki is an evergreen garden 
sheltered from the cold seasons, similar to the Persian garden - paradise, an oasis within the dryer parts of 
Iran- both o�ering an evergreen comfortable space.
In Tehran, I grew up in an apartment building. My grandparents had an old brick house which had its walls 
extended around a garden of fruit trees, a swing set, and a water basin with gold�sh. I waited for Sundays 
to go there and spend time in their garden. I remember the garden�s stillness contained so much movement 
and a sort of  rhythm. I knew what to expect from it in each season - the blossoms in the spring, fruits in 
summer, persimmon, and pomegranate in fall and beautiful snow and a frozen basin during winter time. 
Within its parameters, I felt safe and free. A�er I le� Iran I found myself seeking a place like that garden in 
each city I moved to.
My grandfather was a master cra�sman. He made intricate wooden Khatam work, which is all about pattern 
and geometry. He applied the same type of meticulousness to his garden and took pride in his arrangement 
of orchestrated nature. In his garden, similar to the traditional Persian gardens, he composed a rhythm for 
the senses. My grandparents� garden was their cultivation of the garden is a much older idea of the Persian 
garden. Considering the Persian garden as a system and its basic design principles as a guide, I sought to 
apply them to the a smaller space, in this case a piece of furniture. 

1.3 Other Spaces

Several years ago, I visited Iran a�er many years of living abroad. I traveled to Yazd, a city in the central area 
of the country. As I visited some of the old heritage houses, I was drawn to a particular furniture type which 
is very speci�c to Iran and Persian gardens. In Farsi, it is called takht. It is a wooden platform covered with 
rugs and is commonly used in gardens or traditional restaurants, such combination reminded me of the ry-
ijy rug in the house of Hvitträsk (�g.4),  where the rug goes from the wall on a bench and then continues on 
the �oor. �is connection was a key point for looking more into furniture/rug compositions. �e foundation 
of my thesis is built on objects coming from Yazd and Helsinki. 
In starting my thesis work I was determined to �nd a space for daydreaming. 
Within the Iranian architecture, my focus is on takht, a composition of furniture and rug as a space within 
the garden. Takht, as a space within space is a platform for self indulgence as well as a social space. 

Fig.3: Lari house inner courtyard , Yazd
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2.  QUESTIONS AND GOALS 

What is signi�cant about takht? 

I am interested in focusing on introducing this type of furniture to a contemporary space. Because of its 
characteristics, this type of furniture accommodates a variety of activities. It is an in-between space where 
one is not sitting the same way one would when using a chair, nor is it intended as a bed for overnight sleep. 
It is a space that is intended for a slow pace of living and pleasure. I am going to focus on the historical/
cultural use of this furniture and explore multiple joinery solutions.

What is a modern equivalent of takht? How can design principles of Persian garden be applied to furniture?

Within the scope of this thesis the examples of takht that i have presented are made for larger spaces. I am 
interested in �nding requirements for readjusting this type of furniture to �t a contemporary space. 

What kind of possibilities does this furniture provide?

Since this furniture is commonly used inside of a garden I am interested in �nding the design principles 
related to itself and its environment, I plan to look at this structure within a wider concept of the principles 
of design in related to the Persian garden as well as Persian gardens within the scope of a wider concept of 
heterotopia, It is space within space within space.

What happens when our feet are o� the �oor?

To be more clear about this question I am going to look into the positioning of the body on such a platform, 
Since takht is not really meant to be used like a chair, it is interesting to observe and experience the act of 
li�ing the feet o� the �oor  and entering another space to be in. 
How do sources of inspiration from di�erent cultures mix together?

My research questions are concerned with the design methods and solutions used within the context of
Helsinki, Finland and Yazd, Iran. It is evident to me that both places share a parallel design approach 
resulting in excess-less aesthetic, function concentrated mentality. 

Ode to Heterotopia is an inquiry into cra�ing a space for daydreams/ing. 

Fig.4: Akseli Gallen-Kallela: Liekki-ryijy at hvitträsk

Fig.5: Takht from historical hotel Shabestan , Yazd
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3.  DESIGN AND RESEARCH 
METHOD 

�IDEALLY THE RESEARCH TURNS IN TO 
A SHAPE OR FORM NATURALLY, I FEEL 
LIKE IF THE RESEARCH IS DONE RIGHT 
IT JUST AUTOMATICALLY LEADS TO A 
SHAPE AND A COLOR OR FORM IT JUST 
HAPPENS, IT�S AN EXCITING WAY OF 
WORKING BECAUSE IN ADVANCE YOU 
DON�T KNOW WHERE YOU END UP SO 
IT FEELS LIKE AN ADVENTURE�
                                                      
(Meindertsma, 2018)

Fig.6: Sigari house takht , Yazd
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3.1 Research methods

�e scope of research includes literature review and observation.
�e literature review ranges from historical documents to philosophical sources which have provided this 
project with an insight into the type of space I aim to create, while places I visited gave me a solid example 
of how such spaces have been made. 
In my short Visit to Yazd i was exposed to takhts that were tailored to �t the environment they were made 
for. During the visit I had the company of an architect and historic conservation specialist Hadi Razavi who 
is an active member of the conservation society who gave me more detailed explanation of sites. 
My observation of inspiration sources and technical insights have been recorded in a few ways such as pho-
tographing, creating sketches and measuring, and taking notes.
�e accumulated material more speci�cally the photographs were used to make collages for further devel-
opment of the concept and narrative of the project.  

Fig.10: A spread from my travel journalFig.7: A sketch and study from my sketchbook from takht , Yazd

Fig.8: Objects study from Lari house , Yazd Fig.9: Objects study from Lari house  (closeup) , Yazd
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3.2 How was it done?

Designer and researcher Hanna-Kaissa Korolainen in her essay Monet and Me explains how her practice-led 
research methods and forms of documentation are crucial to her �nal work. Hanna-Kaissa�s visits to Monet�s 
garden and the museum in the beginning of her project built the foundation for her work. 
She consistently documented elements that were captivating to her by photographing them or by doing 
onsite sketches as materials for her process. Her infatuation with Monet�s garden led her to the production 
of a series of art works. 
According to Korolainen �A�er selecting a new source of inspiration, an artist, or artwork, I feel an urge to 
discover as much information as possible. In addition to visiting museums, Monet�s atelier, and garden, I 
sourced many art history books, searched the Internet, and plunged deep into his world. I returned to the 
Orangerie museum countless times. I could not become tired of those water lilies, re�ections, and weeping 
willows. Monet�s passion for the light seemed intensely present in this series. In some areas of the large, ma-
ny-meter-long canvases the subjects � water, sky, and vegetation � gave the impression they had lost their 
shapes and melted together as an abstract composition. �e entirety of the landscape remained recognizable 
through the skillful notion of space and distance created by a meticulous study of light.� (Korolinen, 2018, 
P. 216)
Similar to Korolinen�s artistic practice and research method, I surrounded myself with visual material I had 
gathered from both places, Iran and Finland. Initially I selected and paired visual material (such as just pho-
tographs, or prints) without over thinking my intentions behind those pairings, �ough over time I was able 
to recognize the signi�cance of my subconscious choices.
With the progression of the project the transformation of my ideas are clearly traceable. �e visual material 
resulted in a mood-board for colors, and a design language that mix the two cultures together. 
Artist and researcher Maarit Mäkelä explains the role of this practice within the essay Documentation as a 
practice-led research tool for re�ection on experiential knowledge: �the aim of this kind of practice-led study 
does not lie in one singular or objective truth. Rather, it is to open up the creative process related to the study 
and analyze the process of meaning-making.� (Mäkelä, Nimkulrat, 2018, P. 8)
My method of documentation is similar to these practicing artists. �e tools and methods for my research 

generally included photography, sketching, and making notes. During the period dedicated to �rst-hand 
insight research, even though I had concise parameters to keep �ndings focused, I did not hesitate to include 
anything that was of interest to me. In the primary stages of my research, I did not know exactly how these 
�ndings were going to a�ect my work, verbalizing why something has caught my attention in some stages 
was not possible, until I realized it was by nature something similar in both cultures, which became clear and 
traceable a�er my production work was nearly �nished.
Maarit Mäkelä in her essay on Personal exploration writes about the interplay within the time-line of di�er-
ent stages of documented work and in what way it is informative to the designer: �When documenting their 
creative processes, they consciously re�ect on their current experiences during the process (re�ection-in-ac-
tion) and on the documented experiences once the entire process has been completed (re�ection-on-ac-
tion). In this way, documentation can assist in capturing the experiential knowledge in the creative process 
so that what the practitioner learns from within her practice becomes explicit, accessible, and communica-
ble (Scrivener, 2002, p. 25).� (Makela, 2016, P.2)

�e process of the documentation became a map (�g. 11 ) for analyzing how all the di�erent elements and 
subjects of the research were related together. �e documentation and mapping at every stage of the process 
provided both the larger picture and the in-depth focus that my vision required. 

Fig.11: Mind map
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3.3 Mapping out the crucial elements

In the beginning of the project I had the visual mood-board and keywords pinned to the wall. On the wall 
of my work space I had pictures of the garden, images of carpets that are used o� the �oor, close up images 
of joinery, and some images of landscapes. Over time the wall was �lled with images. �e key inspiration 
images became surrounded with related concepts that are supportive of the essence of the inspiration. To put 
this interconnected map into words I developed a system.
�e documentation of the creative process is a resource for artists and designers to be able to assist the con-
textualization of their work. Within this method of practice, the artist or designer uses their practice as a tool 
for research and can trace the key subjects within the research scope.
 
To write about my process, I decided to go through my documented creative/ research process and assign 
the repetitive phenomena a symbol. I drew a symbol of my own for each repeated element or word, opened 
up more ideas, it was crucial to use these symbols as a reference or visual marks that capture the essence of 
an idea or object. �e symbols i drew are quick impressions of the sources of inspirations or keywords which 
later on i found my self using in the design of the rugs and furniture. 

I made a note on the side with a description of those references, or symbols. 
references for my most repetitive words within the notes or sketches that have been coming up: inspira-
tion, research, evergreen (in many cases it was the garden that came up but the type of garden I was talking 
about was a gathered element that made it more than just a green patch: I made my symbol evergreen) Yazd 
(the city I made as my case study), heterotopia, culture overlap/connection documentation. From these 
keywords, other visual references branch o�. By making this map, I was able to see the interconnectivity 
between my ideas and their combination as a new one.

Within the next portion of the thesis, I am going to review literature written by psychoanalysts and ther-
apists in which they deliberate on Sigmund Freud�s couch. Freud�s couch at the time of his practice was 
covered by a Persian rug, He asked his patients to lay down on the rug covered couch  in their therapy as he 
was sitting out of sight.
My curiosity lies in the events taking place on the couch and understanding Freud�s intention of using such 
interior composition to create a space for his patients.
�e associations regarding such composition of space within the psychological realm are worth investigat-
ing since the space is set up with an end of opening oneself up. Perhaps complex woven narratives within the 
rug represent the patients psyche, or perhaps they create a grounding feeling.

Fig.12 Streets of historical parts of Yazd
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3.4 Framing the garden

Yazd is located in the middle of the Iranian plateau, between two deserts. 
Its historical signi�cance goes back to the time when merchants used the city as a stopping point to rest 
when traveling on the Silk and Spic road. Yazd�s harsh desert climate has resulted in the creation of unique 
sustainable, environment-friendly Architecture. �e city is built entirely of earthen material. Water is sup-
plied through the underground Qanat system. Yazd is an exceptional example of how human settlement 
could exist in a harsh climate. �ere is an intense interaction between man and nature which has resulted in 
the smart management of resources. �e structures of the historical site create a micro-system that sustains 
life.  On my visit to Yazd What stood out was the timeless everlasting solutions which 
cra�smen, architects, or construction masters have developed to accommodate life. (UNESCO, 2017)

In this case, Yazd and Helsinki both required to have a similar type of an escape place, that is a counterpart 
of the dominant harsh climate; in both cases it is the importance of the garden, the ongoing evergreen man-
made space. �e integration of systems that allowed life to continue including the victorious battle with 
nature.

Yazd�s historical site is an example of a design approach stripped of excess within my own culture similar to 
the minimalism and pragmatic approach to design practice in Finland. I came across the human-centric, 
function driven design approach, a perspective overlap to the design approach that exists between the two 
places.

As I walked through the narrow streets of Yazd�s historical area with Hadi Razavi, an architect with the focus 
of restoration of the heritage sites, he casually pointed to some details or characteristics of buildings and 
explained why they were there, What seemed to be purely ornamental was also serving a crucial function. 
�e narrow ways between the buildings, the height of the walls were measured to create shade all day long. 
�e doorsteps had a big shaded entrance with a bench for passing people  to sit, catch their breath, and cool 
down. Each house, in a way, was designed to accommodate peoples� well being.

Fig.13: Lari house takht in the inner courtyard , Yazd
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As I walked around I photographed what caught my interest, how things were joined, what solutions I saw 
repeating around me, how materials were combined. 
Besides the technical aspect of the furniture, I was interested in what kind of events or moments this com-
bination o�ers. Whether it is encouraging of a certain behavior or a state of mind.
Reading and visually studying what I had surrounded myself with revealed where my attention gets focused. 
�is is where my inquiry becomes visible.

Here is a quote from my notes when i was staying in Yazd:

��e focus and design approach here is to make life possible, everything man-made exists to allow uninterrupt-
ed life to take form, �e well-being of others directly promoting their own well-being.
�e simplicity and minimalism within the material and construction initially comes across as primitive yet 
everything is designed as a sophisticated solution to a complex problem. All the details and elements are purely 
designed to serve a function. �e architecture and space is designed with the aim of the well being of residents 
of the. �e values and culture is embodied in all the details of the space.�

Fig.14: Joinery study, Yazd Fig.15: Joinery study, Yazd

Fig.16: Joinery study, Yazd Fig.17: Joinery study, Yazd

Fig.18: Joinery study from Lari house takht, Yazd



28 29Fig.19: Photo collage for research and ideation
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Heterotopia is a recurring concept within my research, It is originally categorized as 6 types of spaces by 
Foucault,  Persian garden and the rug with the garden design is mentioned as one.By understanding the idea 
behind this type heterotopia I am able to recognize the elements that contribute in creation of such space, a 
positive space by design.What is interesting about heterotopia to me is that it exists, It can be accessed. 
�e term heterotopia was �rst introduced by Michel Foucault in his essay Des Espace Autres in 1967.
He introduces heterotopia as a type of space or a place, he de�nes this concept in 6 principles. He writes:

��ere are also, probably in every culture, in every civilization, real places�places that do exist and that are 
formed in the very foundation of society� which are something like counter-sites, a kind of e�ectively enacted 
utopia in which the real sites, all the other real sites that can be found within the culture, are simultaneously 
represented, contested, and inverted. Places of this kind are outside of all places, even though it may be possible 
to indicate their location in reality.  Because these places are di�erent from all the sites that they re�ect and 
speak about, I shall call them, by way of contrast to utopias, Heterotopias.�
(Foucault, 1967/1984,P. 4)

�e importance of heterotopia in comparison with Utopia is the accessibility of it, It is a space that exists. It�s 
direct relationship to the state of a place, climate, culture makes it unique to each place holding it. Michel 
Foucault�s example of heterotopia, a �mirror�, conditions the existence of the heterotopia only with a gaze of 
the beholder, a re�ection space. A heterotopia in the context of a mirror could be read as a metaphor for a 
mental image of what is and what is not. Simultaneous existence of contradictory realities can be viewed as 
a collective societal experience or as an individual experience within societies. 
�e Persian Garden is introduced as a type of heterotopia by Foucault. �e Persian Garden could be viewed 
not only as a counter-site, an oasis within a desert, but it�s otherness creates the space for self re�ection.
(Foucault, 1967/1984,P. 4)
�e third principle of heterotopia is describes as  the existence of several contradictory places existing within 
one real place. A theatre with changing scenes, Cinema (two-dimensional screen re�ecting the projection of 
three-dimensional space). One of the other examples he mentions with a long history is �in the orient gar-
den�. His description of the garden can match with what is known as the Persian Garden.  A Persian Garden 
is designed to exist within the extreme desert climate; a green oasis within an environment where nothing 
can grow. (Foucault, 1967/1984)

�e Persian garden in Foucault�s description is the representation of the world, It is a space where its symbol-
ic geometry points to di�erent corners of the world, representing all the directions, the garden�s vegetation 
function as an exhibition of worldly samples. � With space still more sacred than the others that were like an 
umbilicus, the navel of the world at its center (the basin and water fountain were there); and all the vegetation 
of the garden was supposed to come together in this space, in this sort of microcosm. As for carpets, they were 
originally reproductions of gardens (the garden is a rug onto which the whole world comes to enact its symbolic 
perfection, and the rug is a sort of garden that can move across space). �e garden is the smallest parcel of the 
world and then it is the totality of the world.�
(Foucault, 1967/1984, p. 6)

�e rug continually remains to be introduced as a moving space, not only it is a space that is portable it is a 
pace that moves or creates an emotion within the person who is on it. 
�e Persian rug�s motifs and patterns are made to tell a story, they are also woven as a way of documenting 
and preserving the national identity, folklore stories. One of the oldest Persian rug types is the garden de-
sign, some of the garden designs are  the blueprint of the garden, a heterotopia blueprint in the sense.
A rug with the blueprint of the garden within the garden is a representation of space within space, the rela-
tionship between the design of the rug and the space is an intriguing thought. �e function of the Persian 
garden is that by entering one enters a place-less place. �e act of blending di�erent cultures creates a new 
place which has no relation to the actual place that it exists in. So by placing the blueprint of a garden on top 
of Takht within a garden, many layers of space are being created. �e combination of rug with the mentioned 
design creates a relationship between the structure and material together, while each layer contains the other 
in itself. Having this concept in mind I decided to explore how this relationship manifests itself in my work. 

4. HETEROTOPIA

Fig.20: Shahzadeh Mahan Garden, Kerman
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Fig.21: Garden rug from Kurdistan

Fig.22: Fin Garden layout Fig.23: Fin Garden
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5.  THE GARDEN

To understand takht it is important to understand the environment it stands in. 
A Garden is an internal widespread concept within the Iranian mind. 
It is a popular subject within literature, poetry, painting, and illustration. It plays a signi�cant role in Irani-
an cultural identity and has been a regenerative source of inspiration for artists, architects, and poets. �e 
re�ection, impression, or the expression of the garden has been recorded within the mythology, poetry, and 
literature in di�erent eras. �e oldest blueprints of the Garden were historically found in woven rugs, and 
also the Garden became a category of carpet pattern woven for centuries. �e earliest example of the Persian 
Garden is found 130 kilometers from Shiraz, where the �rst emperor of the Achaemenid dynasty set up his 
empire in 553 BC. (Department of Ancient Near Eastern Art,�e Metropolitan Museum of Art, 2004)
Proportion, geometry and overall lay-out are some of the main distinctive properties of the Persian Garden. 
Studying these principles and systematic approaches created some guidelines to how to create a similar 
structure as a furniture.
�e original furniture Takht within the garden is designed as an individual or communal space. It is placed 
in the garden with a rug thrown on top, sometimes there are cushions and pillows for extra comfort. �e 
furniture is designed in a modular way. By putting a few next to each other it is possible to create a platform 
area for bigger groups of people. Its placement and dimensions within the garden promote a slower pace of 
life. �e act of taking o� shoes before entering it suggests entering an intimate space.

Persian Gardens are the center point of the architecture in Iran.
Shahcheraghi, a researcher and architect introduces Persian garden as cultural, historical, somatic phenom-
enon in Iran in her book publish in 2016, Paradigms Of Paradise: Recognition & Re-Creation Of �e Persian 
Garden.  One of the earliest archetypes of the garden is in the historical Pasargad site, located in the outskirts 
of Shiraz.

If one is to understand the garden according to its most essential structural requirements and its reliance 
on symbolism, it is safe to say, is a square or a rectangular fenced area that is divided into smaller squares 
or rectangles by two perpendicular axes. A fountain in the middle of the garden, where the two axes meet, 
�ows water to the ends of the garden. Commonly, the most important architectural structure is built at the 
meeting point of the axis. �is kind of arrangement of elements is the basis of the Persian Garden.
�e simplest description of the Persian garden from a geometrical point of view is that the overall area of 
the garden has a directly proportional relationship with water access, the means to sustain life in the garden. 
(Shahcheraghi, 2016, P. 41)

�e applied geometry within the Persian garden is also a tool for abstraction and revival of the cultural 
belief. �e survival and living conditions within the Iranian territory required the most abstraction of the 
sciences, math and geometry. 
One of the important elements of the Persian garden is water circulation. Water is extracted from deep water 
currents underground and brought up to the surface of the ground, gathered in a basin, and then it �ows 
(depending on the geographical characteristics of the site) to four directions within the garden. It creates a 
sense of continuity, visually and musically. Takhts within the garden are also rectangular in shape, copying  
the dimensions of the house or garden they are placed in.(Shahcheraghi, 2016, P. 45-48)
Persian gardens are categorized based on di�erent factors and criteria such as �usable area�, the characteris-
tics of the environment and climate, geography of the city, the di�erent time periods that it has been built, 
but the overall paradigms repeat. (Shahcheraghi, 2016, P.48)

5.1 A place to absorb the garden

In parallel to the garden, this project sets to be a space where it allows the users to rearrange their senses 
once entering. In order to design the furniture I decided to study the structure of the garden as the structure 
of my furniture and the vegetation as the Rug that is thrown on top. 
It is a great interest to me to use the design drivers or elements of which makes the space of the garden to be 
a guide for my design. My goal within this part of the thesis is to contemplate how spatial subdividing and 
geometry repetition can be embodied in a piece of furniture. 
Based on what i learned about the garden, i decided to choose some keywords for my self and my research. 
Keywords:
Structure,water (symbolic), vegetation (symbolic), sensory experience 
Geometry, symmetry, repetition, function

5.2 Persian garden is an approach
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6.  FURNITURE/RUG �AS SPACE� 
HEDONISM AND SPACE
During this research I became aware of the distinct signi�cance of the rug within space and di�erent conno-
tations once it is elevated. I am going to review a number of instances where carpet or furniture (or the pair) 
have been designed to function as distinct space. 
All of the examples  in this chapter contributed to di�erent aspects of my �nal narrative. �ere are furniture 
designs that consist of furniture and a textile thrown on top, but did not make the cut within the scope of 
this chapter since they didn’t encourage a behavior, or weren’t acting as a �exible, individual or social space.  
Freud�s couch even though is a space for one individual but it is accompanied by the presence of the analyst 
next to it, intended for an individual therapeutic process. I have included Freud’s couch since it is the most 
iconic image of a couch and rug pairing and it’s worth examining why the space is set up this way.

6.1 Couch/rug a potential space

�is section of this paper focuses on the signi�cance of using a rug as a surface covering for a couch or a 
bench, with the goal of creating a so�ness, warmth and comfort.
Rug as a vehicle of transportation is one of the key associations within the psychological context. It can be 
seen as a platform that separates us from our surroundings, a comfortable layer between us and the rest of 
the world. �is vessel can create the space to free us from certain experiences and absorb us in another.
Perhaps a well-known example of such a combination is Sigmund Freud�s analytic couch. 

In my opinion when it comes to an analyst such as Freud, it is hard to think of couch/carpet combination as 
a coincidence. �e space he chose to make for his patients is a couch covered by rug, allowing his patient to 
step in and lay down within a frame of its pattern. In some sense the �xed complex pattern of the rug can be 
a re�ection of the human psyche. Behind the couch on the wall hangs another rug, creating a sense of conti-
nuity between the walls, couch. I can imagine the rug framing the patient within the layers of patterns of the 
it. �e arrangement of the furniture and textiles functions as a safe space, A space to perhaps lose a part of 
one�s self and �nd the other. It is a space of transportation, daydreaming and free association.  

In the essay Questioning the couch, Lingardi university professor of psycho dynamic and clinical psychology 
and Debei faculty of medicine and psychology refer to the couch as a �potential space� (Debei, Lingardi, 
2011, p.395) where they explore the physical relation between a person and layout of the objects in contact 
with the patient. �e function of the couch has been viewed as a space to support the user in their rehabili-
tation. �ey view the positioning of the body similar to how when we start our lives as infants laying down 
most of the time. �e couch creates a safe space for growth similar to an infant lying down. Some analysts 
such as Ogden refer to such symbolic arrangement as a private space, Winnicot and Balint see it as a depen-
dent space �using the metaphor of the mother-child relationship�(Debei, Lingardi, 2011, p.395) �the state 
that characterizes the receptivity of a nursing mother and the receptive state of her infant during the nurs-
ing� (Debei, Lingardi, 2011, p.398). In this way, the analyst receives the patient�s dream-like associations in 
a dreamlike state and then processes them cognitively.�(Debei, Lingardi, 2011, p.396)

While the tradition of covering furniture with rugs is not very common within the western setting, it is 
worthwhile to explore Freud�s ideas behind creating such space for his practice.
Marina Warner, writer and mythographer, has written in 2011, a deliberated review on Freud�s couch in her 
essay Freud�s Couch: A Case History about the connotations of such combination: carpet covered couch. She 
visualizes the parallel events in the story book of the thousand and one nights with the patient�s experience 
on the couch. Within the framed stories of the book Shahrzad and Dunyazad �nd relief from death night 
a�er night by telling stories. �is might be a clue to the importance of the space we create to connect to 
others verbally about our narratives, in this case similar to Freud�s couch. Within the collection of stories 
of thousands and one nights there is a common theme, Many stories unfold at night time in di�erent beds. 
In some translations of the books, where the adventures unfold such as �Aladdin of the beautiful moles�, 
the bed is translated as a �ying sofa or divan. �ose tales are unfolding in the nighttime, whereas the �ying 
sofas in a tale like �Aladdin of the Beautiful Moles� are strictly daybeds and, as furnishings, suggest a speci�c 
form of consciousness: the state of reverie that arises when someone is still awake or semi-awake, and in a 
receptive state of consciousness.

Fig.24: John Frederick Lewis - A Lady Receiving Visitors 1873
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�e original word Su�a was from the Arabic language and divan from Farsi. 
Such interior setting, lined with rug covered divans is a common depiction produced by foreign and local 
artists. Such composition of domestic scene becoming an embodiment of what Warner mentions as �orien-
tal hedonism�. Warner writes: �for example, the oriental sofa becomes a nesting place for dreams and plea-
sure, a daybed, a low lying couch for reclining and abandoning oneself, alone or with others�to lovemak-
ing, auto-eroticism, smoking, daydreaming, storytelling, reading and studying, quietness and re�ection. 
Such sybaritic mores excited Western admiration, and the furnishings were much copied.�
Such beds stimulate daydream rather than dream, and tap into subconsciousness rather than unconscious-
ness. In such states of reverie, the mind opens to �l�invitation au voyage,� to travel toward �luxe, calme et 
voluptØ.�� (Warner, 2011, p.146-8)
As I look at images of Freud�s couch, it is noticeable that the couch itself is not visible, the  rug appears to 
be li�ed, defying gravity. �e �ying carpet being a vessel for transportation, a place where the fabric of our 
fantasies are revealed. Every tiny knot within the construction of the rug completes the bigger image. It is a 
platform for individual re�ection, while it could be a communal space. 
It is not far-fetched to think about Freud�s symbolic association of the carpet coming from the magic car-
pet of the famous stories of the thousand and one nights, As he wrote in a letter to his future wife Martha 
Bernays in 1882, describing his wish to be united with her using a magic carpet as means of transportation.
 (Warner, 2011, p.155)

6.2 furniture and closeness to nature 

Takht is a common furniture type con-
sisting of a platform with a rug, it is 
common within the Iranian interior 
and garden setting and is used for indi-
vidual or social settings for rest, sharing 
food and tea. 

Water within drier climates is very 
precious. It is considered as a symbol 
of wealth and prosperity. In the image 
above the furniture is held on a shallow 
water basin, the legs are held dry on the 
surface of the water cutting the access 
of insects to the furniture.
a stationary vessel �oating with dis-
tance from the surface of water,the life 
essence of the garden. 

In the dryer climate areas such as the 
city of Yazd within the summer months 
it is only possible to be outside in the 
late evenings. It is common for families 
to spend their evening on Takht, for so-
cial or individual time.
�e old houses with their inner-court-
yard gardens used to have their takht 
tailored to �t the dimensions of their 
garden. �is type of takht is designed 
to emerge the users with all the natural 
elements within the garden, it creates a 
sense of separation from the rest of the 
building since it is standing on a �uid 
element of the garden. 

While such examples are within a domestic setting my personal experiences taking place on takht is within 
a public space. My memories of takht are related to dining out with family and friends.
�e traditional restaurants that serve food on takhts commonly place them outside where the natural land-
scape is pleasant . As a child I personally didn�t like dining on takht since I had to take o� my shoes since it 
meant that i had to stay in one place, that is where the takhts�s rug became my source of amusement, I did 
enjoy looking at its motifs. Spending time on the rug is similar to being inside a story book. Nowadays I 
value and crave platforms and spaces which are intended for a slower pace of life. 

Fig.25: Psychoanalytic couch at Freud Museum London

Fig.26: Traditional restaurant in Darband, Tehran














































































