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Architecture is vital and enduring because it contains us; it describes 


space, space we move through, exist in and use.


– Richard Meier (2014)







Summary
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Architecture communicates. Through their appearance, 


buildings can provoke meaning. Because architecture is 


everywhere, architectural communication addresses us all. 


However, architecture does not communicate with words 


as humans do: instead, it communicates through forms, 


spatial organisation and materialisation. The problem is, 


architecture is usually not designed to communicate but to 


function and architects are often unaware of the meaning of 


their design. 


This part of the graduation project elaborates on the findings 


of the preliminary research, described in Part I, Speaking 


Architecture: a semiotic study toward understanding visual 


communication in architecture. Part I proposed a framework of 


architectural communication. This framework is reflected 


upon in this research part by using: (1) a fourth case study 


and (2) additional literature. Based on this reflection, this 


research refines the framework of architectural communica-


tion in order to answer what architectural principles play a role in 


architectural communication and in what way?


As part of the graduation project for the MSc Architecture at 


the Delft University of Technology, the researcher designed 


a multi-interpretational market and event space in Haarlem. 


The Market Hall functions as a home base for the inhabitants 


of Haarlem and the ‘Waarderpolder’, and as a starting 


point for tourists. A multifunctional programme is brought 


together under one “iconic” roof. 


With the use of height differences, different materials and 


the rhythm of the roof portals, the design defines different 


types of spaces. The ambiguity of the boundaries result in 
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a certain fluidity of space. The spaces can, therefore, be 


perceived in various ways, resulting in multiple interpre-


tations of ‘conceptual’ (Prak, 1977) space. Because of this 


multi-interpretability, the building functions both as decor 


as well as a catalyst of its use. The functions, clustered 


underneath the roof, differ in temporality. Four levels of 


impermanence describe these variations: (1) roof and parking 


garage; (2) volumes (including the lofts and market hall); (3) 


market-units; and (4) public squares. Construction, climate 


design and materiality, are tailored to fit the temporality of 


these levels.


The architectural meaning of the design was analysed using 


the same method as in Part I. The analysis is organised 


according to the categorisation of Ching (2015): form, 


space, organisation, circulation, and proportion and scale. Figure i Axonometric display Market hall
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Movement is, more than in the other case studies, an 


essential tool for communication in the Market Hall. Only 


by roaming through the building can the different layers of 


meaning be revealed. Furthermore, the analysis underlined 


the complexity and multi-interpretability of the design. In 


comparison to the other case studies, the definition of space 


is more ambiguous; the principles used to define space are 


less clear and leave it open to the imagination. The continu-


ing visual connection between the different spaces underlines 


this. Perceptions of form, space and meaning depend on the 


activities that take place in the building: space only conveys 


meaning when it is used. 


The insights of this analysis were compared with the results 


of prior case studies and additional literature (Ching, 2015; 


Janson, 2014). The architectural sign consists of the ‘object’ 


and its properties that work on different scales (detail, form 


and space, organisation and context). The nine properties 


defined are: size, proportions, rhythm, transparency /


openness, angularity, materiality, light and ornamentation. 


The architectural sign can be described objectively. This sign 


is the vehicle that can convey meaning in architecture in an 


‘intrinsic’ and ‘acquired’ way. This research focuses on the 


intrinsic meaning of architecture. Ten intrinsic meanings 


are defined: power, gestalt / order, simplicity and complexity, 


(conceptual) space, orientation / directionality, gesture, ac-


cessibility and exclusivity, capacity and architectural weight. 


The properties of the architectonic sign form the foundational 


principles for intrinsically conducting architectural meaning. 


Additional, this research explored the connotations of archi-


tectural communication in more detail. The connotations, 
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or ‘emotions’ are arranged in the ‘wheel’ or architectural 


connotations. This wheel shows the interrelations of the 


emotions/feelings. It is believed that for the observer, 


architectural meaning is most likely to be conveyed through 


these emotions (i.e. through empathy).  


Figure ii shows the refined framework. This part of the 


research underlined the complexity of how architectural 


meaning is perceived: it is highly dependent on context. The 


simplified representation of architectural communication in 


the framework of Figure ii might wrongfully suggest that 


cause an effect (i.e. sign leads to meaning) can be defined. 


However, it seems impossible to establish causal relation-


ships in how architecture generates meaning. Therefore, an 


alternative representation is shown in Figure iii. Focussing 


only on the intrinsic meaning, this ‘wheel of architectural 


communication’ shows the many possibilities for mutual 


relations between the principles of (intrinsic) architectural 


communication, first level meanings and connotations. The 


more they move toward the outside of the ring, the more 


subjective and emotional the meanings become: the second 


outer ring shows the possible intrinsic meanings that derived 


from the research, and the three inner circles present the 


different principles of the architectonic sign that can act on 


several scales. All rings can rotate independently and can 


thus show how and what architecture can communicate. 


This wheel shows the countless possibilities in which 


architectural meaning can be constructed. It emphasises 


the dependence of architectural meaning on context and 


interpretation. The wheel can be used to reconstruct how a 


certain meaning is constructed in a piece of architecture. But 
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Meaning
First level meanings


• Power


• Gestalt/order


• Simplicity and complexity


• (Conceptual) space


• Orientation/directionality


• Gesture


• Accessibility and 
exclusivity


• Capacity


• Enclosure


• Artchitectural weight


Intrinsic


• Function/typology


• Time/place


• Metaphor


• Symbol 


Acquired


Connotations
Second, third, etc. level meanings


Principles


• Size


• Proportions


• Rhythm


• Symmetry


• Transparency/openness 


• Angularity


• Materiality


• Lightness and darkness


• Ornamentation


Form &
space


Context


Organisation
of form & space


Scales


Object


Architectonic sign


Detail/edge


Figure ii Framework architectural communication (revised from Part I)
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reconstructing the architectural meaning in a useful way 


requires a thorough analysis and knowledge of the subject. 


More importantly, it shows the complexity and interdepend-


ence of architectural form and meaning.
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Figure iii ‘Wheel of architectural communication’
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“Architecture is not mute. It’s an art of 
communication. It tells a story. 


– Libeskind (2009)
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“Architecture is a physical experience 
— it needs to be seen and touched to be 
wholly understood.


– Nicolai Ouroussoff
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Architecture communicates. Through their appearance, 


buildings can provoke meaning. Because architecture is 


everywhere, architectural communication addresses us all. 


However, architecture does not communicate with words 


as humans do: instead, it communicates through forms, 


spatial organisation and materialisation. The problem is, 


architecture is usually not designed to communicate but to 


function and architects are often unaware of the meaning of 


their design. 


This part of the graduation project elaborates on the findings 


of the preliminary research, described in Part I: Speaking 


Architecture: a semiotic study toward understanding visual 


communication in architecture. The design of the Market Hall 


in Haarlem used the results of Part I as input. Figure 1.1 


shows the conclusion of Part I in a framework for the visual 


communication of architecture. The principles of architectur-


al communication were used to design a  


multi-interpretational market and event space, described in 


this research.


1.1 Research goal and research question


The aim of this research part is twofold. First, this research 


serves as a reflection on the architectural design of the 


Market Hall in Haarlem. Second, this research reflects on the 


results and conclusions of Part I to elaborate on the question:


What architectural principles play a role in architectural communica-


tion and in what way?
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To answer this question, four sub-questions are defined:


a. What does the design of a multi-interpretational 


Market Hall in Haarlem look like?


b. How does this design convey meaning?


c. What principles contribute to the architectural commu-


nication of the four case studies?


d. What meanings can be found in the four case studies? 


1.2 Research approach


This graduation project uses a design-based research 


approach. According to Amiel and Reeves (2008), the ultimate 


goal of design-based research is to build a stronger connec-


tion between research and practice. Amiel and Reeves (2008) 


describe this process in four phases. These phases are: 


1. analysis of practical problems;


2. development of solutions informed by existing design 


principles and technological innovations;


3. iterative cycles of testing and refinement of solutions in 


practice; and


4. reflection to the procedure, “design principles” and 


enhance solution implementation.


 


These phases follow a typical design process. Figure 1.2 shows 


a translation of this approach for this graduation project. 


This figure is based upon the design-based research approach 


of Amiel and Reeves (2008) and the Double Diamond model 


for design processes by the Design Council (2018). Because 


the design process is not a linear process but has multiple 


iteration loops; and because the problem this research faces 







Figure 1.5 Research approach 
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is a typically complex or ‘wicked’1 problem, the figure is 


altered based on the master thesis of Maas (2014) to represent 


the process more realistically. The red line represents the 


analogy between architecture and communication that forms 


the common thread that binds the entire graduation project 


together. 


This current research, together with Part I, cover the fist two 


phases of the design-based research approach: analysis and 


problem definition. This report concludes with a framework 


on architectural communication. Part III will build on this 


framwork to design a form language, based on the principles 


of architectural communication.


1 A ‘wicked’ problem is an ill-defined and ill-structured problem that ask for a 


continuous back and forth between the definition of problem and solution (Rittel 


& Webber, 1973).


1.3 Research method


The design of the Market Hall is used to elaborate on the 


results of Part I of this graduation project. The design takes 


the results of Part I as a starting point. This architectural 


design is then treated as a fourth case study and analysed 


using the same method as the case studies in Part I. The 


method for the case study is described in Chapter 4.  


1.4 Structure


The structure of this research report is summarised in Figure 


1.3. Chapter 2 describes the design of the Market Hall in 


Haarlem. Chapter 3 analyses the architectural meaning of 


this design. Chapter 4 combines the insights of Chapter 3 


with the results of the preliminary research described in Part 


I. Finally, Chapter 5 reveals a refined answer to how and what 


architecture can communicate. 







Figure 1.6 Report structure
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“Architecture is not mute. It’s an art of 
communication. It tells a story. 


– Libeskind (2009)
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“Architecture is just background. The 
beauty of architecture is that it brings 
people together and can create public 
constructs.” 


– Ben Van Berkel  (2014)
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Figure 2.1 Haarlem


This chapter describes the design of a multi-interpreta-


tional market and event space in Haarlem. First, Section 


2.1 explains the design assignment. Second, Section 2.2 


describes the starting points of the design and finally, 


Section 2.3 describes the design using drawings, impressions 


and photographs of the scale model. 


2.1 Design assignment


The design assignment followed from a location analysis 


and personal interest in the proposed function. This section 


describes the location analysis target groups and the 


proposed program for the design. From these subjects, a total 


of eleven starting points is defined. These starting points are 


shown in Figure 2.24 at the end of this chapter. 







Site analysis


13 Part II - “Speaking Architecture


Figure 2.2 Growth of the city Haarlem


This figure shows the growth of the city Haarlem. Around 1700 a 


large urban expansion was planned on the north side of the city. 


This expansion was in the form of a fortification and can still be 


recognised in the urban layout of the city. Afterwards, the city grew 


more gradually; first to the south and later on around the entire 


border of the old city centre. Around 1900 the city was extended 


eastwards to make way for the growing industrialisation. 
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Figure 2.3 Polder structure


The growth of the city went hand in hand with the reclamation 


of land. This figure shows the polder development of the 


‘Waarderpolder’ and ‘Veerpolder’, the focus of this design. In the 


drawing of 1927, we can see that some waterways disappeared to 


make room for the industrialisation of the ‘Waarderpolder’ and 


‘Veerpolder’.


The ‘Waarderpolder’ and ‘Veerpolder’, north-east of Haarlem are 


separated by the ‘Oudeweg’, which used to be a waterway as well 


(see 1655).







1655


1880


1927


‘Waarderpolder’


‘Veerpolder’
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Figure 2.4 Polder structure [2]


Over the years, the well-known polder lines in the water structure 


have partially disappeared. Most waterways have been degraded to 


ditches along the road with hardly any water running through. 


Haarlem’s vision for 2040 (Gemeente Haarlem, 2017) shows a trend 


in which many old water structures are being restored or broadened. 


This is shown in the figure on the right. 







2017 2040
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Figure 2.5 Historical lines


The vision of the restoration of old waterways also plays into the 


hands of the vision of emphasizing the so-called “lange lijnen”: 


historical lines along which the city has grown naturally. The 


first and most important historical line is represented by the river 


‘Spaarne’. This waterway will play a big role in the design as well. 


Part of the municipality’s vision is to design the lines in such a way 


that they increase the historical readability and experience of the 


city (Gemeente Haarlem, 2017).
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Figure 2.6 Current situation


These maps show the buildings, infrastructure, waterways and 


green structure for the current situation. The design location is 


indicated in black. 


The grain size of the buildings in the ‘Waarderpolder’ and 


‘Veerpolder’ indicate that it still is an industrial area. The more 


to the city centre of Haarlem, the smaller the buildings become, 


indicating a more residential area. 


The infrastructure is shown on the top right. The roads in the 


‘Waarderpolder’ still mainly follow the underlying polder structure. 


On the south side of the location, there is a railroad. The train 


station is on walking distance from the location (15-minute walk)


The next map shows the water structure. This was already discussed 


in Figure 2.4.


The last map shows the green structure of the site. There is not much 


green in ‘Waarderpolder’ since it is still an industrialised area. It is 


an opportunity to add more green to the design site. 
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Figure 2.7 ‘Gemeentelijk energiebedrijf’ around 1938   


(De erfgoedstem, 2012) [above]


Figure 2.8 ‘Gemeentelijk energiebedrijf’ around 1938 


(Borselen, 1938) [below]


The ‘Waarderpolder’ is the oldest industrial area of Haarlem. 


Around 1900 Haarlem’s own energy company (Energiebedrijf 


Haarlem) was established on the design location. In the 1960’s, 


Energiebedrijf Haarlem was closed and the buildings became empty. 


Some of the old buildings still remain. The turbine hall is reused as 


event location (www.lichtfabriek.nl). 


The industrial history of the site is still visible, in the remaining 


buildings and monuments (Figure 2.9 to 2.12) as well as in the 


language of the new architecture (see Figure 2.13 to 2.16).



http://www.lichtfabriek.nl





Figure 2.9 Turbine hall, ‘Energieplein’ Figure 2.10 Figee hall, ‘Hendrik Figeeweg 1’


Figure 2.11 Droste factory, ‘Max Euweplein 1’ Figure 2.12 Fabrilo, ‘Fanny Blankers-Koenplein’







Figure 2.14 Chess building, ‘Lichtfabriekplein 1’Figure 2.13 ‘Rob Slotemakerstraat’


Figure 2.16 ‘Energieplein 1-17’Figure 2.15 ‘Hendrik Figeeweg 3’







Figure 2.17 View on design location from opposite side of the river ‘Spaarne’
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Figure 2.18 SWOT-analysis


The analysis of the location concluded with a SWOT-analysis 


presented in the following figures. This figure shows an overview 


of the site’s Strengths, Weaknesses, Opportunities and Threats. 


This SWOT-analysis combined the insights from the site analysis 


described above and the vision of Haarlem for 2040 (Gemeente 


Haarlem, 2017). 







Strengths Weaknesses


Opportunities Threats


• Located along the river ‘Spaarne’ 


• Easily accessible by car, bicycle, public trasnport or via the water


• Located along recreational walking and cycling routes


• Event location ‘Lichtfabriek’


• Site has historical value; underlying polder structure is still visible 
in the urban layout.


• Re-use of the turbine hall and saddle factory give a first positive 
impulse to the area


• Location between work area and residential area


• Direct view from across the river ‘Spaarne’


• No route along the waterfront


• Not much green on site


• Quay is facing north


• Foor- and bicycle route from train station is not along  the 
waterfront


• The offshoot of the river ‘Spaarne’, ‘Industriehaven’ is a dead 
end


• Industrial area


• Droste factory blocks the direct line of sight with the city centre


• Growing tourism in the metropolitan region of Amsterdam and 
therefore in Haarlem; the municipality wants more “buzz” in the 
east side of the city to reduce the pressure on the old city centre


• The is an ongoing trend towards the “local”


• The government gets an increasingly facilitating role; room for 
citizen initiative


• Culture can become a connecting factor


• In the ‘Waarderpolder’ there are many people on the street 
during lunchtime


• Inhabitants of Haarlem work less and less in their own city; the 
municipality wants to create more employment within Haarlem


• House prices rise; there is a need for more affordable housing


• Railway breaks up the urban structure of the city







Figure 2.19 SWOT-analysis map strengths


Accessibility pedestrians 


Accessibility by bicycle 


Accessibility by car 


Polder structure 


Historical line (“lange lijn”) 


Water 


Residential area 


Businesses 


Monuments 


Train station







Figure 2.7 TitelFigure 2.20 SWOT-analysis map weaknesses


Green structure 


No route along waterfront 


Industrial area 


No line of sight with centre 


Quay faces north
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Figure 2.21 Target groups


Three main target groups are defined for the design. This figure 


shows a summary of these target groups.


1. ‘Waarderpoldenaar’ 


This is someone who lives or works in the ‘Waarderpolder’. 


They probably visit the location once a week or every other 


week for groceries, meetings or leisure. 


2. ‘Haarlemmer’ 


This is someone who lives in Haarlem. They will probably 


visit the location once a month for leisure, shopping or for an 


event. 


3. ‘Visitor’   


This is someone who does not live in Haarlem but visits the 


city for a day or as a tourist. They visit the location occasion-


ally for a special event or in transit to the old city centre. 


The location will act as both a home port for the inhabitants and a 


starting point for tourists.







“Waardenpoldenaar”


• Works / lives in the ‘Waarderpolder’


• Once a week - every other week


• Meetings, groceries, leisure


“Haarlemmer”


‘Visitor’


• Works / lives in ‘Haarlem’


• Once a month


• Leisure, shopping, events


• Day-tripper or tourist


• Occasionally 


• Special event
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Figure 2.22 Cultural route


In the program of the design assignment, a new cultural route by 


boat or on foot along the water is proposed. As the figure shows, 


many cultural highlights are situated along the water. To relieve 


the pressure on the old city centre, the route starts at the design 


location. Visitors can park their car at the site and travel by boat to 


the other tourist attractions in the city.  


The programme of the building is presented in the figure on the 


next page. As mentioned above, the building functions as a home 


base for the people who live and work in the ‘Waarderpolder’ and 


as a starting point for tourists. In order to fulfil this characteristic, 


a flexible programme is proposed that is linked together by a roof. 


The collage in Figure 2.23 shows how the programme varies from 


a temporary programme, such as a flea market or festival, to an 


ongoing programme of restaurants, shops or art studios.
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2.2 Starting points 


From the analysis, eleven starting points derived. These 


starting points are presented in Figure 2.24. Together with 


the framework of architectural communication, discussed 


in Part I of this research, the starting points form the main 


input for the design of the Market Hall in Haarlem. 


2.3 Design


The design is a multi-functional market hall and event space 


in Haarlem. It functions as home port for the inhabitants of 


Haarlem and the ‘Waarderpolder’ and as a starting point for 


tourists. The concept of the design is a collection of functions 


bound together by the roof. Underneath an iconic roof 


lays a landscape of possible functions. Height differences, 


Figure 2.23 Program


Continuous program


10-20 years


Pop-up program


1 - 5 years
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materiality and transparant vertical walls result in ambig-


uous boundaries. The ambiguity of the boundaries leads to 


a certain fluidity of space; spaces can therefore be perceived 


in various ways, resulting in multiple interpretations of 


‘conceptual’ (Prak, 1977) space. Because of this multi-inter-


pretationality, the building functions both as a decor as well 


as a catalyst of its use. 


The following pages describe this design.


Festival / event


1 day - 6 months


Weekly market


<1 day







Heart ‘Waarderpolder’ 
The location is the heart of the 


'Waarderpolder'. Working, living and 
leisure come together. The cultural 


programme works as a catalyst for the 
Waarderpolder.


Focus on the water
The river ‘Spaarne’ has been an important 
factor in the establishment and growth of 
Haarlem. It also gives the location a high 


quality.


Three axes
These three axes guide the spatial design 


of the location. They derive from the 
underlying ‘polder’ structure.


Industrial context
The design should fit into the industrial 


context and history of the site. 


Main access routes
The red axis shows the main access route 


for cyclists and cars. The dotted line 
indicates the main route for pedestrians.


Home port & starting point
The location is a home port for 


Haarlemmers and a starting point for 
visitors.







Figure 2.24 Starting points


Grid & landscape
The building should exist of a clear, 


permanent structure and a more flexible 
landscape


Binding roof
A roof binds the program together.


Plasant public space
The design should first and foremost be a 


high-quality public space where people like to 
stay, even without a primary function.


“i’m an icon”
The design should be characteristic and 
iconic by nature. It is a point of attraction 


and should be easily recognisable.


Visibile at waterfront
The design focuses on the water and 


should be clearly visible from the other side 
of the river ‘Spaarne’.
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Figure 2.25 Urban context


This drawing, originally 1:2000 shows the urban context of the 


design. The Market Hall is situated in Haarlem, along an offshoot 


of the river ‘Spaarne’. The river meanders through the city and has 


always been an important root to urban organisation of Haarlem. 


The old city centre, including the central train station of Haarlem 


lay west of this artery. The Market Hall is situated on the east side of 


the ‘Spaarne’, in the ‘Waarderpolder’. The ‘Waarderpolder’ originally 


was an industrial area, first added to the city around 1900. The 


area still mainly consists of industry and businesses. However, the 


municipality wants to revive the east side of the city and wants to 


rebrand the ‘Waarderpolder’ into a cultural hotspot.


This is all part of the municipality’s vision (Gemeente Haarlem, 


2017) to respond to the growing tourism in the city. The public 


Market Hall and event location, as well as the parking garage 


underneath, answer to this vision and function as starting point for 


a visit to Haarlem. Furthermore, a connection to the city centre is 


proposed by boat.
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Figure 2.26 Context


This drawing shows the direct context of the design, originally 


drawn in scale 1:500. The drawing shows three public squares. The 


upper square along the waterfront is the main focus of the design. 


The three squares are linked to each other through the pattern of 


the concrete tiles that reflect the geometry of the roof. The building 


separating the two lower squares is owned by ‘de Lichtfabriek’, an 


event location. 


On the right, the main access road is shown. For cars, this road 


leads directly into the parking garage. Fir cyclists this way is an 


important access road that connects the north of Haarlem and de 


‘Waarderpolder’ with the east. 


To the west of the location is a residential area - the only residential 


area of the ‘Waarderpolder’. These residents, as well as the people 


who work in the ‘Waarderpolder’ will see the building as a gathering 


place.
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Figure 2.27 Levels of impermanence


The functions, clustered underneath the roof, differ in temporality. 


These variations in temporality can be grasped in four levels of 


impermanence, shown in this figure. Construction and climate 


design as well as materiality change with these levels.


The first level is marked by the most permanent structures: the roof 


and the parking garage. The wooden portals of the roof and concrete 


structure of the parking garage are designed to last.


Underneath the roof structure, two interconnecting volumes mark 


the second level of impermanence. These volumes have a demount-


able steel structure with curtain wall facades. Because of their light 


structure, the volumes are not bound to the grid determined by the 


parking garage and the roof. The volumes can host semi-permanent 


functions like a restaurant, cafe, shop or studio. 


The third level of impermanence consists of the market-units that 


can be built up in the market hall. These units are further described 


in Figure 2.40 to 2.42.  


The fourth and final level of impermanence is defined by the public 


squares. On these squares, markets or events can be organised. 


The following figures show the floorplans, sections and 


facades of the design.















Figure 2.28 Plan level 2 - roof, scale 1:500
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Figure 2.29 Plan level 1 - market hall, scale 1:500
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Figure 2.30 Plan level 0 - ground floor, scale 1:500
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Figure 2.31 Plan level -1 - parking garage, scale 1:500
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Figure 2.32 Plan level 02 - parking garage, scale 1:500
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Figure 2.33 Section AA







Figure 2.28 Section BB


Figure 2.29 Section CC







Figure 2.37 Section CC


Figure 2.36 Section CC







Figure 2.30 Fragment section AA







Figure 2.31 Fragment section BB







 


61 Part II - “Speaking Architecture


Figure 2.32 Market unit axonometry [left]


Figure 2.33 Market unit floor plans and section [middle]


Figure 2.34 Market unit fragment [right]


The market unit in this figure is part of the building’s third level of 


impermanence. The units have a demountable steel structure with 


wooden cladding. When the units are build up they can be connected 


to the electricity and water network through pits in the floor of the 


market hall. The perforations in the steel structure can be used to 


hang products of wooden panels that can close off the units after 


opening hours.


The steel columns define a storage zone in the middle and a 


distribution zone on the outside.















Figure 2.35 Impression of the square during a festival


This collage shows an impression of the elevated square in time 


of an event. In this example a stage is built underneath the roof 


structure. The stage lights make for interesting shadows on the 


wooden portals.







Figure 2.36 Impression waterfront


This collage shows an impression of the waterfront during a sunny day in 


autumn. The wooden pier at the end of the quay makes room to sit down 


and enjoy the view.  
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Figure 2.37 Roof fragment


On top of the wooden portals of the roof structure lie dia-


mond-shaped roof panels. This figure shows the technical design of 


these elements. The diamonds have a steel structure with a curtain 


wall system. The triangular glass panels are inlaid with Photo 


Voltaic cells (PVC). These cells generate electricity for the building 


and its surroundings. The PVC also block direct sunlight, as does the 


layer of foil inside the glass.


The middle part of the roof elements can in some places be opened 


to release the build-up hot air underneath the roof. When they 


cannot be opened, these closed parts are covered with solar thermal 


collectors. These panels collect warmth that can be used to heat the 


building or saved underneath the ground.
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Technical design


Figure 2.46 Detailing wooden portal - floor connection


This figure shows the connection between the wooden portals of 


the roof strcuture with the concrete roof of the parking garage. The 


portals are connected with a steel henge beteen the layers of wood. 


The forces can be directly transported to the foundation. Drainage 


systems run through the elevated floor of the square. 


Figure 2.47 and 2.48 show two details of the loft façade. 











Figure 2.39 Vertical detail façade lofts







Figure 2.40 Horizontal detail façade lofts
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Figure 2.41 Construction diagram


This figure shows the construction diagram for the design. The 


concrete structure of the parking garage functions as the foundation 


of the building. Due to the high groundwater levels in the ‘polder’, 


the structure “floats”,  so to speak, and the whole is held in place by 


the tension rods.


The roof construction transfers its forces to the foundation via the 


portals and Y-shaped columns that are in line with the columns in 


the parking garage and the tension rods.


In between is the lightweight construction of the volumes. The top 


floor of the parking garage functions as a transferral construction 


that transfers the forces via the concrete construction to the 


foundation. Therefore, the structure of the volumes does not depend 


on the grid of the construction of the roof and parking garage. 







Roof construction


Lightweight top construction


Foundation


Tension rods
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Figure 2.42 Climate diagram - lofts 


Figure 2.50 to 2.52 show the climate diagrams of the design. As 


mentioned before, the climate design goes along with the levels of 


impermanence. 


This figure shows the climate design of the lofts. These are the only 


spaces that can be heated when necessary. The low temperature 


floor heating works together with the ground-coupled heat 


exchanger. Fresh air comes in through the vents in the facade. The 


air is mechanically extracted and transported outside via the roof. 


Figure 3.2751 and 2.52 show the climate diagrams for the market 


hall and public squares. These spaces have a controlled outdoor 


climate. The roof protects the spaces from rain and snow. In the 


market hall, the facades also block the wind. The market hall is 


naturally ventilated trough vents in the facades. The middle roof 


components can be opened for extra ventilation on warm days. 











Figure 2.43 Section CC
00 1 2 5 1000 1 2 5 10







Figure 2.44 Section CC
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TO SUMMARISE...


This chapter described the design of a multi-interpreta-


tional Market Hall in Haarlem. The Market Hall functions 


as a home base for the inhabitants of Haarlem and the 


‘Waarderpolder’ and as a starting point for tourists. A 


multifunctional programme is brought together under 


one iconic roof. The ambiguity of the boundaries results 


in a certain fluidity of space. The spaces can, therefore, be 


perceived in various ways, resulting in multiple interpre-


tations of ‘conceptual’ (Prak, 1977) space. Because of this 


multi-interpretationality, the building functions both as a 


decor as well as a catalyst of its use. 


In the next chapter, the design is analysed and reflected 


upon in order to reinforce the results of Part I of this 


research.







Photo by Bram PeerlingsPhoto by Bram Peerlings


“Architecture is practical poetry


– Bjarke Ingels  (2016)







3. Case study #4
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In this chapter, the design of the Market Hall in Haarlem, 


described in Chapter 3, is analysed. It is treated as an 


additional case study to the three case studies described in 


Part I of this graduation project. Some of the parts below are 


borrowed from this preliminary research. First, Section 6.1 


describes the method of the analysis. Afterwards, Section 6.2 


describes the design context. Finally, Section 6.3 shows the 


analysis of the Market Hall. During this analysis, compari-


sons are made with the three other case studies described in 


Part I of this graduation project. The chapter concludes with 


a description of the architectural meaning of the Market Hall. 


3.1 Method


We experience architecture in its totality. It is impossible 


to isolate a certain element, form or material property 


without being influenced by its context in its broadest 


sense (architectural, historical, social, etc.). In the field of 


architecture, analysis is used as a method to unravel different 


architectural aspects. By studying every aspect separately 


and on various scales, and combining the results again, it is 


possible to make sense of the whole without losing sight of 


the complexity. 


However, it must be noticed that the true experience of the 


meaning of architecture can only be grasped when moving 


through the architecture itself. Janson (2014) agrees: “a work 


of architecture does not stand across from us like a picture; 


instead we ourselves belong to architectural reality, so that 


instead of being mere beholders, we enjoy the status of 


‘actors’” (p. 108). In this research however, it was not possible 


to experience the design as ‘actor’ since the building does not 


exist in real life. To approach this experience, this research 
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used scale models and architectural drawings. Furthermore, 


architecture is experienced with all senses. This research, 


however, focusses on the visual communication of architec-


ture, just as the first part of this graduation project did. 


The following paragraphs are borrowed from Part I of this gradua-


tion project.


The analysis is structured according to the method of Ching 


(2015). Ching also makes an analogy between language and 


architecture and states that, if the analogy is made, this 


means we should first learn the basic elements of form and 


space before we address the issue of meaning in architecture:


“The analogy may be made that one must know and understand the 


alphabet before words can be formed and a vocabulary developed […]. 


In a similar way, it might be appropriate to be able to recognize the 


basic elements of form and space and understand how they can be 


manipulated and organized in the development of a design concept, 


before addressing the more vital issue of meaning in architecture.” 


(Ching, 2015, p. IX)


This chapter therefore first explores the basic elements of the 


case study. These elements are described according to form, 


space, organisation, circulation, and proportion & scale.


Form


The word ‘form’ can take many meanings. In architecture, 


form refers to an architectural mass. The architectural forms 


are described in shape, size, colour, and texture (see also the 


definition of form and shape in Box 1).
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The word ‘form’ can have multiple meanings. There is a 


subtle difference between the definitions of ‘form’ and 


‘shape’ used in this research:


Form


Here, form refers to 


an architectonic mass. A form is a three-dimensional 


object. It is something that you can touch. Form and 


contraform are fundamental principles in architecture.


Shape


A shape is a 


two-dimensional 


representation of a form. For instance: the floorplan of a 


Gothic church has the shape of a cross. 


BOX 1: Form versus shape


Space


Space and form are a “unity of opposites” (Ching, 2015, p. 


102). Space can only be defined by its boundaries that are, in 


fact, elements of form. This means that architecture can be 


described as a composition of form and space. Prak (1968) 


defines three types of spaces:


1. Physical space  


The actual (closed) space.


2. Conceptual space  


The space we perceive.  


3. Behavioural space  


The space in which we can ‘behave’. For example, we cannot 


walk through a wall or column, these elements, therefore, are 


not part of the behavioural space.
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The analysis describes the types of space for the case study.


Organisation


Spaces and forms are composed in a way to create archi-


tecture. The analysis discuss the organisation of spaces and 


forms in the case studies. Ching (2015) names five types 


of organisations: centralised, linear, radial, clustered, and 


grid organisation. In addition, the relation among spaces is 


described. This section also includes the result of spatial and 


formal organisation in, for instance, the façade or structure 


of the building. 


Circulation


“We experience a space in relation to where we’ve been and where we 


anticipate going” (Ching, 2015, p. 252). 


The way we approach and move through a building affects 


our perception of the forms and spaces of that building. 


The fourth dimension, or dynamic aspect, of architecture 


is movement. Figure 3.1 explains the four dimensions in 


architecture. Ching (2015) uses five categories to describe 


circulation in architecture. These categories are described for 


the case study: 


• Approach 


First impressions are always very important. The way we 


approach a building shapes this first impression. 


• Entrance 


The entrance marks the transition between exterior and 


interior spaces. This transition can be very abrupt or subtle. 


The entrance can be marked in various ways.  
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• Configuration of the path  


Ching distinguishes five path configurations: linear, radial, 


spiral, grid and network. However, in reality, a combination 


of these configurations is often used.  The different configura-


tions are ordered hierarchical through differentiation in scale, 


form, length and placement (Ching, 2015).


• Path-space relationships 


Paths can link to spaces in various ways. According to Ching 


(2005), they can: pass by spaces, pass through spaces or 


terminate in a space. 


• Form of the circulation space  


Finally, the circulation space can have different forms. They 


can be enclosed, open on one side or open on both sides. 


Distinction in scale can define public or more private halls 


(Ching, 2015).  


Proportion & scale


Proportion takes into account the width, length and height 


in relation to each other. Across different ages and styles 


of architecture, various theories on proportion and scale 


passed along. Examples of these systems are the golden 


section, classical orders or modular (the modernist’s idea on 


human scale). Summerson (1980) states that there is a lot of 


“nonsense” written about so-called ‘proportional systems’. 


According to him, proportion is as simple as a search for 


harmony. Ching (2015) agrees: “The intent of all theories of 


proportions is to create a sense of order and harmony among 


the elements in a visual construction” (p. 300).


Scale on the other hand, measures each of these distances in 


relation to what we know. We immediately relate the things 


we see to what we know or experienced before; windows, 







Figure 3.1 Four dimensions of communication in architecture


0D


1D


2D A plane: in architecture, a two-dimension-
al drawing can be a floorplan, section or 
elevation.


21/2D A 2D projection of a three-dimensional 
object: in architecture, this resembles a 
perspective drawing or render.


3D A form/space: in architecture, this can be 
a scale model or computer model. You 
can move the model itself.


4D A building: architecture can be seen as a 
four-dimensional form of communication. 
The fourth dimension being movement. 
You can move through space at different 
moments in time.


A line


A point
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doors, ornaments, trees and people help us to give scale to 


the objects that surround us. When these frames of reference 


lack, it can be hard to relate to the things we see. 


3.2 Design context


For the previous case studies, the architectural, historical 


and social context of the designs is described in Part I. The 


design of the Market Hall in Haarlem is a translation of the 


preliminary research by yours truly. The assignment for the 


design followed from the analysis of the chosen location, 


Haarlem, as well as from a personal preference. The design 


context therefore consists of this assignment which is 


already explained in Chapter 2.


3.3 Analysis


The following sections show the analysis of the Market Hall 


in Haarlem in form, space, organisation, circulation and 


proportion & scale.
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Form


91 Part II - “Speaking Architecture


Figure 3.2 Shape


According to Ching (2015) we identify and categorise forms primari-


ly in accordance to their shape. The shape of a building, or building 


element can be described as the “characteristic outline or surface 


configuration of a particular form” (Ching, 2015, p. 34). This shape 


can best be described using a buildings contour or silhouette. The 


figure on the right shows the shape of the three case studies. In every 


one of them, the building’s contour can be clearly read. Distinctive 


elements, like the bell tower of the Bavo and the hexagonal 


pediment of AEG help identifying the building. For Seagram, the 


shape is less characteristic because of the clean contour of the slate. 


The market hall on the other hand, lacks a clear, recognisable 


shape. This is probably because it is not the form of the building, 


but the contra-form that leads to the building’s unique appearance. 


However, although the overall shape of the building does not con-


tribute to the characteristic expression, the shapes of the individual 


forms do. This is further explained in Figure 3.4 to 3.13.
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Figure 3.3 Material and colour


These two collages show the materials and colours of the building 


and the exterior space. For the building, a combination is made of 


glass, steel and wood. The use of material corresponds with the 


temporariness of the building elements. The roof construction, for 


example, is made of laminated timber portals, giving it a mighty 


and durable expression. The lofts and market hall on the other 


hand, are constructed using a demountable steel construction. The 


use of slim, glass curtain facades gives the volumes a very open 


appearance.


In the public space, concrete geometric tiles give a hint to the 


concrete parking garage underneath the building. Here, the choice 


of material indicates the type of activities that can take place. On 


top of the large, geometric tiles, with corten steel drain channels, 


different events can be organised. The materialisation is practical 


and pattern does not communicate a certain direction, thus it is 


inviting to stay and/or organise activities. At the quay on the other 


hand, the clear direction of the paving indicates movement. Wooden 


surfaces invite you to stay and sit down. A corten steel line binds the 


plan together.
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Figure 3.4 Roof portals


The structure of the roof is formed by 26 half portals. The portals 


are made of laminated timber (Glulam) and curve to the ground on 


one side. On the other side, the portals rejuvenate toward the water. 


Each portal is 42 m in length and spans 32 m.


From one point, two portals depart under an angle of 11°. In this 


way, the portals cross creating a geometric pattern. The  


diamond-shaped gaps are filled with a sub-structure dividing the 


diamonds in smaller triangular shapes.
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Figure 3.5 Y-columns


The roof is supported by 13 Y-shaped columns. They are 8,5 m high 


and are made of painted black steel. The shape of the columns, 


together with the angle and the rejuvenation of the portals, allude 


gothic-like arches in the waterfront façade. 
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Figure 3.6 Roof covering


The roof is covered with diamond-shaped roof elements. The shape 


stresses the geometry of the roof. 


Triangular-shaped glass panels, inlaid with Photo Voltaic cells (PV), 


fill up the elements. The pattern of these cells create interesting 


shadows underneath the roof. The parts in the middle of the 


diamonds can be opened.


At the market hall, the roof coverage extends to the ground, creating 


a closed façade for the market hall.
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Figure 3.7 Parking garage


Underneath the surface, the parking garage functions as the 


foundation of the building. The parking garage consists of two levels 


and is constructed of concrete. Because of the high groundwater 


levels in the ‘Waarderpolder’, the whole garage “floats” , so to speak, 


and is held in place with tension rods.


Two concrete shafts connect the levels of the parking garage with 


the spaces above ground.
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Figure 3.8 Landscape


On top of the parking garage, elevated surfaces create a “landscape” 


underneath the roof. The variations in height provide different 


experiences of space underneath the roof. Ramps and stairs connect 


the different levels of the landscape with the surroundings. 


The landscape is covered with concrete tiles in a geometric pattern. 


The use of concrete hints to the concrete foundation underground 


while the pattern of the tiles derives from the geometry of the roof 


construction.
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Figure 3.9 Steel construction


The construction of the volumes, placed underneath the roof, 


consists of steel I-beams and columns. The construction is light and 


can therefore be placed everywhere on top of the roof of the parking 


garage, that functions as a transferral construction. The connections 


are demountable so that it can be adjusted over time. 


The structure stands free of the surrounding boundaries such as the 


curtain wall and the solid walls of the lofts. In the lofts, a mezzanine 


floor can be placed to create extra space.
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Figure 3.10 Volumes


Two interlocking volumes underneath the roof create space for lofts, 


storage, and parking space for bicycles. Where the volumes interlock, 


public services like toilets can be found. 
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Figure 3.11 Curtain walls


Three curtain walls surround the market hall. At the waterfront, the 


façade binds the market hall and lofts. 


The curtain wall is connected to the roof through steel columns 


that follow the angle of the roof. The curtain walls have a wooden 


construction on the inside. On the outside the profiles are covered 


with black aluminium tops. The subdivision of the glass refers to the 


industrial context of the area. 


At the lofts, the façade sets back and the slanted columns become 


deeper. This creates a sense of privacy for the lofts and marks an 


entrance zone.
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Figure 3.12 Corten steel line


A corten steel line surrounds the design location, binding the whole 


program together. Corten steel details can be found in the planters, 


railing of the elevated square, the waterfront edge, and all the way 


to the entrance of the parking garage and railing of the bridge. 
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Figure 3.13 Market units


Eight market units can be places in the market hall. These units 


can be rented to various vendors. The units consist of a floor and 


roof structure and will be decorated and furnished by the vendors 


themselves. 


The slim frame consists of an overhanging grid made of square 


steel pipes welded with a strip underneath. This strip contains holes 


where the vendors can hang their products or hang panels to close 


off the market unit. 


Electricity, water and drainage are all integrated into the design of 


the market unit and can be connected to the pits in the floor of the 


market hall.
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Figure 3.14 Corners


The definition of form is partly depending on how surfaces meet. 


Ching (2015) defines five types of corners that have different effects 


on the articulation of form. All these types can be found in the 


design of the Market Hall. This figure shows the corner conditions on 


three different scales of the building. 


First is the rounded corner of the roof structure. According to Ching 


(2015) “rounded corners express continuity of surface” (p. 83). 


Because of rounded corner of the portals, it seems like the roof 


continues all the way to the ground.


Second are the different corner conditions of the lofts. The volume 


of the loft has both solid and transparent surfaces. There are three 


different ways in which these surfaces meet. First is the meeting of 


two solid planes; Ching (2015) says that this condition “emphasizes 


the volume of a form” (p. 83). Second, we see how a solid surface 


meets a transparent one. Third, at the upper left corner, two 


transparent walls meet. This corner condition “deteriorates the 


volume of the form” and “allows the interior space to leak outward” 


(Ching, 2015, p. 83). The volume literally opens toward the corner of 


the waterfront.


On a smaller scale however, we also see an interesting detail at this 


corner. The corner is reinforced using Mies’ like detailing (referring 


here to the corner details of the Seagram building discussed in Part I 


of this research).
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Figure 3.15 Physical space - sections [above]


Figure 3.16 Physical space - floorplans [right]


These figures show the physical, or actual spaces, of the market 


hall in floorplan (right) and in section (above). The physical spaces 


are defined by the closed facades of the volumes and, in case of the 


market hall, by the roof that continues all the way to the ground. 
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Figure 3.17 Conceptual space - level 2 


When looking at the conceptual spaces of the design for the Market 


Hall, it can immediately be noticed that there is a clear difference 


in complexity between this design and the previous case studies 


described in Part I. The previous case studies all represented 


single-function buildings. The multi-functionality and flexibility of 


the building brings complexity in conceptual spaces. For the sake of 


this analysis the conceptual spaces are presented according to two 


of the four levels of impermanence. This figure shows the conceptual 


spaces for the second level of temporariness, excluding the interior 


elements. For instance, the lofts are presented as one open space. 


The white, dotted lines represent the multi-interpretability of the 


conceptual spaces. One might perceive the space underneath the 


roof as one big conceptual space, while another one would perceive 


different spaces. In that case, the columns and height differences 


in the landscape function as boundaries between the multiple 


conceptual spaces. 


The (temporary) program and the furnishing of the other levels 


of impermanence may also contribute to different perceptions of 


conceptual space.  
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Figure 3.18 Conceptual space, level 3 - section [above]


Figure 3.19 Conceptual space, level 3 - floorplans [right]


These figures show the conceptual spaces for the third level of 


impermanence. This level includes the layout of the lofts and market 


hall. In the section (above) it can be seen that, although the lofts are 


one physical space, three conceptual spaces can be perceived due to 


the split level and height differences in the floor. 
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Figure 3.20 Boundaries


This figure shows the boundaries of the conceptual spaces. 


Boundaries are space-defining elements. Ching (2015) discusses 


various space-defining elements, both vertical and horizontal. 


Vertical planes, like walls, are the most obvious boundaries of space. 


Linear vertical elements, like the Y-shaped columns, can also act as 


a vertical boundary of a conceptual space, though not so literally. 


Horizontal planes can also define space. The geometric tiles of the 


market spaces form a base plane, visually reinforced from the back-


ground because of the contrasting material and geometry. For some 


spaces this base plane is elevated, reinforcing the boundary and 


creating a space with a different character. The open market space 


is elevated 1 m from the level of the quay, lowering the distance 


between floor and roof. The closed market hall is lifted even higher. 


Here, the curtain walls and the roof that continues to the ground, 


help defining a clear separate space. The use geometric concrete tiles 


however, bind the different market spaces together again.


Finally, the roof functions as an overhead plane, defining the overall 


space. The portals also function as a vertical boundary between the 


market space and ‘Lichtplein’.


To conclude, the amount in which a space is perceived as a different 


conceptual space is dependent on the clarity of the boundaries 


defining the space. As this case study shows, ambiguous boundaries 


can lead to multi-interpretational conceptual spaces.
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Figure 3.21 Urban organisation


This figure shows the urban organisation of the Market Hall 


in Haarlem. The building is located in the ‘Waarderpolder’, an 


industrial area in Haarlem. The urban organisation of the area still 


follows the underlying pattern of the polder. The ‘Industriehaven’, 


an offshoot of the river ‘Spaarne’ devides the polder in two. The 


‘Oudeweg’ forms the boundary of the polder on the south side, the 


river ‘Spaarne’ is the boundary of the polder on the west.


The design follows the grid of the polder and is aligned with the 


waterfront of the ‘Industriehaven’.
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Figure 3.22 Organisation of forms - level 1 & 2


For this analysis, the organisation of forms is described for three 


levels of impermanence. This figure shows the organisation of forms 


for the first and second level of temporariness: the roof and the 


volumes.


The timber portals of the roof construction follow a grid of 8.1 


meters in width. The row of Y-shaped columns follows the same 


grid, but they shifted half a grid so that the columns support the 


timber portals (see also Figure 3.4 element – roof portals).


While the roof and the parking garage (impermanence level 1) 


follow a strict grid organisation, the structure of the landscape 


underneath the roof (impermanence level 2) breaks free from this 


grid. Thus, the more temporary the program, the more it breaks free 


from the permanent construction and grid of the roof and parking 


garage.
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Figure 3.23 Organisation of forms - level 3


This figure shows the organisation of the semi-permanent market 


units. Just as in the previous figure, these objects are organised 


following grid structure. This dimensions of this grid deviates from 


the grid of the first level of impermanence, but is linked with the 


structural organisation of the second level, shown in Figure 3.25.
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Figure 3.24 Structural organisation


The structural organisation of the building corresponds with the 


formal organisation shown in the previous figures. The columns in 


the parking garage, that functions as foundation of the building, 


stand directly underneath the construction of the roof. The 


landscape on the other hand breaks free from this construction grid. 


This is possible because of the light steel construction of the lofts and 


market hall.







Roof construction


Lightweight top construction


Foundation


Tension rods
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Figure 3.25 Structural organisation - level 2


The light construction of the volumes, consists of a steel frame 


structure. The structure follows a grid that is based on the grid of the 


main structure of the building (5,4 m + 2,7 m = 8,1 m), determined by 


the construction of the roof and parking garage. It aligns with the 


angled steel columns that connect the curtain wall of the market hall 


with the construction of the roof. 


The steel construction of the lofts is double in height, making it 


possible to place an extra floor level.
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Figure 3.26 Organisation of space


This figure shows the organisation of the conceptual spaces in 3D. 


It shows how the spaces intertwine. From below we can see the 


parking garage and vertical shafts (with the stairs and elevators); 


then the lofts and storage spaces defined by the volumes; the market 


spaces defined by the landscape, roof and façades; and finally the 


public spaces.


The following two figures will go further into the organisation of 


spaces for level two and three of impermanence.
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Figure 3.27 Organisation of space - level 2 


For this analysis, the spaces are simplified to their largest and 


simplest forms. This figure shows the spatial organisation of the 


internal spaces grouped underneath the roof construction in their 


most permanent state (no separation of the lofts in the volume and 


no subdivision of storage spaces in the space underneath the market 


hall).


The spaces follow a clustered organisation. Ching (2015) recognises 


twelve types of clustered organisations. In a clustered organisation, 


spaces are “grouped by proximity or the sharing of a common 


visual trait or relationship” (p. 195). In this design the spaces are 


“contained within a space” (Ching, 2015, p. 222). This bigger space 


in which they are contained is defined by the roof construction.


In the case studies described in Part I, symmetry or axial conditions 


were often named as properties to articulate the significance of a 


certain space. In this design however, there are no clear hierarchal 


distinctions visible in the organisation of spaces.
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Figure 3.28 Organisation of space - level 3


This figure shows the organisation of spaces for the third level 


of impermanence within the lofts. These spaces follow a linear 


organisation. This particular linear organisation is linked through 


a separate space: the quayside. According to Ching (2015) linear 


organisations “express a direction and signify movement, extension 


and growth” (p. 206) because of their linear characteristic. This 


relates to the movement encouraged by the linear direction of the 


quayside. One can only move in two directions or visit one of the 


lofts. 


Furthermore, linear organisation does not communicate a hierarchy 


among the different spaces as such. According to Ching (2015) 


significant spaces can be emphasised by their size, form and their 


location. In this case the most public functions that are suggested 


in this design, both are located at the end of the linear sequence 


and a divergence in the façade emphasises the significance of these 


functions.
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Figure 3.29 Relationships among spaces


Through the organisation of space and their boundaries, certain 


relations among spaces can be described. This figure shows the 


physical and visual relations among the various conceptual spaces 


on the ground floor of the building. Because of the various height 


differences in the landscape underneath the roof, visual relations 


between different levels of the building occur. Figure 3.30 goes 


further into the visual relationships among the different elevations. 


The façade of the lofts, adjacent to the elevated market space, as 


well as the façades of the (bicycle) storage are solid. All other façades 


are very transparent, creating multiple visual connections with the 


surroundings. At the lofts, the visual connections with the interior 


space are distorted by the vertical slates in the facade. Only when 


standing directly in front of a loft, one can see inside the loft. The 


visual relationship between the market hall and the surroundings 


at the south side, where the roof continues to the ground, is also 


distorted, by the PV cells that create a pattern on the glass, making 


the plane semi-transparent.
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Figure 3.30 Relation among spaces - height differences


In this design, the elevation of certain planes is a boundary often 


used to define space. Ching (2015)states that “the degree to which 


spatial and visual continuity is maintained between an elevated 


space and its surroundings depends on the scale of the level change” 


(p. 107). This figure shows the relations as a result of the height 


differences in the building among the various conceptual spaces. 


Ching (2015) names three scales of the level of change that affect 


the degree of spatial continuity and the visual/physical relation 


between spaces. All of these scales can be seen in this figure. At 


the first scale (marked with a 1), visual and spatial continuity is 


maintained. However, because of the height difference and change 


in material, the elevation clearly marks a separate space.


At the second level (marked with a 2), the visual continuity is 


maintained, but the physical continuity is disrupted. The only way to 


enter the elevated space is through stairs. The entering of the market 


hall is therefore a conscious choice. 


The third level (marked with a 3), that occurs between the quay and 


market hall is purely visual. Spatial continuity is disrupted because 


of the difference in height. 


The ramp, in the lowest scheme, illustrates the smooth transition 


between the two market spaces. The ramp, opposite to stairs, results 


in a more gradual transition.   
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Figure 3.31 Façade


The symmetry of the roof construction and the asymmetry of the 


volumes below, show a difference in hierarchy between the two in 


the waterfront façade. 


The Y-shaped columns together with the rejuvenation of the roof 


construction result in a gothic-like appearance of the waterfront 


façade. Because of the different layers in the façade, this view has 


a lot of depth. The façades of the market hall and lofts refer to the 


industrial context of the building because of the use of material 


(steel and glass) and the subdivisions of the glass walls. The steel 


rotated, columns also stress in a depth of this façade. 


The “façade” adjacent to the ‘Lichtplein’ appears to be less open. 


Where the market hall is, the roof continues to the ground. The 


arches of the portals, together with the continuous lines of the 


triangular glass planes, result in a gothic-like façade here as well.


Because of the lack of a typical façade that marks the line between 


inside and outside, the organisation of the spaces underneath the 


roof are clearly visible.







Waterfront façade


Lichtplein façade
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Figure 3.32 Approach


The following figures show three of the angles in which the building 


can be approached. The first sketch shows the view on the building 


from across the river ‘Spaarne’.  From this side, the corner of the 


building is approached. The rhythm of the columns and trees 


emphasise the length of the building. From this point, a single hint 


of the program taking place at the location is given. 


Figure 3.33 shows the building approached from ‘Lichtplein’, south of 


the location. Because the roof bends to the ground, this can be seen 


as the rear of the building. The stairs draw you toward the building 


and the quay side. 


The third sketch approaches the building from the side of the 


‘Droste’ factory. Here, the ramp takes you directly underneath the 


roof construction.











Figure 3.33 Appoach ‘Lichtplein’







Figure 3.34 Approach Droste factory
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Figure 3.35 Entrance


Because of the ambiguity of the building’s boundaries, there is no 


clear doorstep or point where you ‘enter’ the building. Instead, when 


approaching the building you can wander around and find yourself 


deeper and deeper into the building. The design has no entrance in 


the architectural or formal sense of the word, but in the ‘theatrical’ 


(Janson, 2014) sense. The architecture forms a ‘frame’ or ‘scenic 


conditions’ for the theatrical approach to the building.


One can however, formally enter the volumes underneath the 


roof: the market hall and the lofts. The space underneath the roof 


structure therefore acts as a kind of buffer zone between the ‘inside’ 


and ‘outside’. Janson (2014) explains that there is a range of possible 


relationships between inside and outside, from being ‘highly 


correspondent’ to a ‘dramatic opposition’. The gradual transition 


of this case study is opposite to the dramatic entrance in the Bavo 


church, discussed in Part I. In the Bavo, the inside is concealed and 


only revealed when entering the church. 


There is a difference visible in the entrances of the market hall ver-


sus the lofts. Whereas the transition between the “outside” and the 


inside of the market hall is quite graduate caused by the continuing 


pattern of the pavement and the structure of the roof, the entrance 


of the lofts is more private. The vertical slates and overhanging roof 


mark an extra buffer zone behind the row of Y-shaped columns. This 


gives the entrance a more private character because one cannot see 


directly inside unless standing directly in front of a loft, as can be 


seen in this figure. 
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Figure 3.36 Configuration of the path


Ching (2015) mentions that “the nature of the configuration of a 


path both influences and is influences by the organizational pattern 


of the spaces it links” (p. 264). 


First, at the waterfront, the configuration of the path matches the 


spatial organisation. According to Ching (2015), this can reinforce 


the spatial organisation. Second, the rhythm of the Y-shaped 


columns and the trees emphasises the perspective and linearity of 


the path. Furthermore, a ramp connects the two market spaces with 


each other. Within the market squares, no clear path configuration 


is visible right now. The path here is dependent on the layout of the 


temporary program. Ching (2015) underlines this as well as he states 


that within large spaces the path is often random and defined by the 


activities and arrangement of furniture. Finally, in the market hall, 


a grid configuration of the path is visible. This grid is a result of the 


market units.


According to Ching (2015) the better we understand the overall 


configuration of the path, the better our understanding of the 


spatial organisation of the building and the better our orientation 


in the building. In this case study however, the lack of a clear path is 


compensated for by the openness of the spaces, which still makes it 


possible to orientate within the building.











Circulation


145 Part II - “Speaking Architecture


Figure 3.37 Path-space relationships


This figure shows the path-space relationships at the ground floor of 


the building. At the waterfront, the linear path passes by the spaces. 


The zone between the Y-shaped columns and the lofts functions as 


an arcade: a transition space between the public ‘outside’ and the 


more private ‘inside’ of the lofts. According to Janson (2014) “the 


uniform repetition of arches, pillars and spatial units [for example 


in an arcade] promotes a contemplative circulation or relaxed 


strolling” (p. 19).


The lower diagram shows the path-space relationships for the 


non-linear, or free route configurations in the building. Here, the 


path is meandering through the open spaces. 
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Figure 3.38 Form of the circulation space


Because of the various height differences in the building, vertical 


elements of circulation, like ramps and stairs, play an important 


role in the design. These sketches show different elements of vertical 


circulation within the building. The slope of a ramp, or stairs, as well 


as the height to be covered contribute to the way we experience the 


boundaries of the spaces.


Janson (2014) underlines the importance of staircases in the 


conduction of architectural meaning: 


“[stairs,] like no other element, conveys a feeling for space; 


it generates space and guides us through it. […] In many 


instances, it is the staircase that provides an understanding 


of a buildings spatial order or its architectural concept […] it 


makes it possible to grasp the spatial structure in elevation” 


(pp. 307–308). 


In the design of the Market Hall, the stairs have an important role 


as well. They tie together the different spaces and elevations and 


encourage movement through the building. 


There is a difference in the use of ramps or stairs in this design: the 


ramps in the result in a phased transition between spaces, while the 


stairs ask for a more conscious action to enter another space.
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Figure 3.39 Size (h) and urban context


This figure compares the building’s height with the its urban 


context. The building is 10 m in height, lower than the buildings 


surrounding it. This emphasises the length of the building. The 


building is as high as the old ‘Meterhuis’ that used to be at this 


location. 
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Figure 3.40 Size (h)


This section shows all the different levels in the building. Because 


the distance between floor and roof vary, the elevations result in 


different heights of the spaces. The differences in size (h) lead to 


different perception of the space. The higher the floor, the clearer the 


presence of the roof. On top of that, the space will be more defined 


and will feel more enclosed than a high open space. 











Figure 3.41 Scale


This 1 : 100 scale model gives an insight of the scale of the entire 


design. The building stretches along the waterfront. The roof is over 


100 m long. Although the building is lower than its direct context (as 


we have seen in Figure 3.39), the height of the roof in relation to the 


human scale is considerable. Moreover, the scale of the construction 


expresses the power and durability of the structure.


As the following figure shows, the scale of the building is expe-


rienced differently throughout the building. This is related to the 


height of the spaces and the position of the eye in comparison with 


the height of the roof.















Figure 3.42 Scale - model waterfront


Figure 3.43 Scale - model public square (page 157)


Figure 3.44 Scale - model public square (page 158)







Figure 3.5 Figure X (right)
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Figure 3.45 Human dimension


The human dimension, or visual scale, varies throughout the 


building and is linked to the levels of impermanence as well. The 


roof construction lacks any human dimension: the portals are 


1.65m in height. The more temporary the activities and hence the 


structure, the more human the dimensions of the building become. 


This figure shows two parts of the building and compares them to 


the human scale of two other case studies, described in Part I. 


The roof portals are blown out of proportion, just like the columns 


of the Bavo. The structural details in the portals, the countersunk 


nuts, can be compared with the ornamentation in the columns of 


the Bavo. They give you a sense of the total scale of the building 


element.


The Y-shaped columns on the other hand, resemble more the 


slenderness of the columns of Seagram. Furthermore, because of the 


vertical welds in the slates at the lofts they also seem slimmer than 


the immense portals do.















Figure 3.46 Human dimension - market hall


The height of the different spaces also contributes to the human 


dimensions of the building. However, there is a paradox here: 


although the heigt of the market hall leads to a more enclosed space, 


that would imply a more human scale, you are closer to the structure 


of the roof and the inhuman scale of the portals becomes clearer as 


well. So, although the space is more defined and the height would 


imply a less mighty feeling than, for example, the open market 


spaces underneath the roof, the expression of the massive portals 


emphasise the power and permanency of the roof structure. 
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Figure 3.47 Light


This photo shows the shadows of the portals without the roof 


covering. In reality however, the shadows on the ground will look 


different because of the diamond shaped roof elements covering 


the portals. The triangular glass planes and the pattern of PV cells 


will create an interesting shadow play on the floor that will change 


during the day..
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3.4 Architectural meaning


The analysis clearly underlines the complexity and multi-in-


terpretability of the design. It also shows the different levels 


of meaning, that may or may not correspond with the levels 


of impermanence in the use of the building. Perceptions of 


form, space and meaning depend on the activities that will 


take place in the building: the space only conveys meaning 


when it is used. In a way, the building is both the facilitator 


of the program as well as the stimulator.The different spaces, 


bound together by the roof, function not only as décor for 


various activities, they also encourage the user to actively 


use the space and organise activities. The role of the user as 


‘actor’ in the architectural communication is underlined as 


such. 


Movement is, more than in the other case studies, the most 


important tool for communication in this building. Only 


by roaming through the building can the different layers 


of meaning be revealed. The ramps and stairs connect the 


different levels of the building like a ‘Raumplan’1 (Janson, 


2014) and encourage this movement. Moving upwards, going 


deeper and deeper into the building, the spaces become more 


enclosed and more ‘indoor’. Janson (2014) calls this ‘drama-


turgy’ or, in other words: building up drama toward a climax 


through movement. The climax in this design is probably the 


roof, best perceived in the market hall, nearby the wooden 


portals of the roof.


Although movement is an important means of communica-


tion in the design, there is no clear path defined. The analysis 


1 ‘Raumplan’ is an invention of architect Adolf Loos. It refers to a floorplan that 


is three-dimensional (instead of two-dimensional and flat), with elevated spaces 


connected by stairs. 
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showed that, except for the waterfront, a clear configuration 


of the path is missing. Because of the large open spaces, the 


path can be random and is determined by the activities and 


furnishing of the space. In other words: the activities taking 


place, for instance a weekly market, determine the configu-


ration of the path. The path therefore varies with the variety 


of the program. However, because of the openness of the 


spaces and the lack of clear boundaries, one can easily orient 


within the building without the need to map the path in one’s 


head. Thus, the openness, or ‘transparency’ (Janson, 2014), of 


the design helps to orient within the building. 


The openness of the building however, also contributes to 


the multi-interpretability of space. In comparison to the 


other case studies, the definition of space is more ambig-


uous; the principles used to define space are less clear and 


leave it open to the imagination. This is underlined by the 


continuing visual connection between the different spaces. 


This visual continuation of space is only disrupted between 


the quay and the market hall. From this point of view, the 


elevated and closed off market space, therefore, feels more 


enclosed, indoor and private than the other spaces. All other 


transitions between the spaces are more graduate and lead to 


more ambiguous experiences of, for example, indoor versus 


outdoor, public versus private and temporary versus durable. 


These ambiguous experience of space is stressed by the 


lack of a clear ‘entrance’. One can ‘enter’, or go underneath 


he roof from almost every angle. Only while entering the 


volumes underneath the roof, a threshold is crossed. And 


even here, the transition between ‘outdoor and ‘indoor’ is 


graduate because of the continuation of the ground level. 
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This is underlined in the market hall on the first floor, where 


the concrete tiles and the pattern of the roof continue inside, 


blurring the thin line between inside and outside. Moreover, 


the market hall is not heated or cooled. The climate is a 


conditioned outdoor climate, naturally ventilated and only 


protecting you against the extremes, blurring the line even 


more.


The ambiguity of the various principles and meanings 


discussed above, contribute the building’s ‘capacity’. Janson 


(2014) describes capacity, in the qualitative sense, as the 


adaptability of space. In the Market Hall the functional as 


well as the semiotic capacity is a result of the multi-inter-


pretability of the building and its (conceptual) spaces. 


Like all other case studies, the building communicates some 


kind of ‘power’. In the design of the Market Hall, power 


is expressed mainly through the hierarchical relationship 


between the different levels of impermanence. First, the 


roof expresses power through its materiality, proportions, 


size and symmetry; the timber portals are clearly there to 


stay. The construction of the volumes however, is more light 


and transparent and therefore looks less enduring than the 


construction of the roof and parking garage. In this way, the 


hierarchical order of the building elements communicates the 


different levels of impermanenence in the design.


Furthermore, the use of simple geometry also contributes to 


the powerful expression of the building by making it very 


recognisable and “iconic”. The materiality of the design helps 


with the recognisability as well. The use of wood, concrete 


and corten steel continues in the public space surrounding 
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the building: the concrete tiles are used in the three public 


squares, although in a different manner; a corten steel strip 


binds the design together and the materials are reflected in 


the street furniture as well. In the public space, the use of 


materials also influences the kind of behaviour. For example, 


wooden surfaces on the corten steel edge of the waterfront 


invite you to sit down, the linear pavement on the quay 


communicate a clear direction and movement, while the large 


concrete tiles function more as a practical underground for 


activities. 


TO SUMMARISE...


This chapter described the analysis of the architectural 


meaning of the design. This case study underlines, most 


of all, the importance of movement in the conduction of 


architectural meaning. 


The next chapter combines these insights with the results 


of Part I of this graduation project and proposes a revised 


list of architectural principles and meaning. 
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“Architecture is an art of proportion


– Bruno Taut (2009)
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Building upon the results from Part I, the results of all four 


case studies (Seagram, AEG and Bavo, described in Part I, and 


the Market Hall, described in Chapter 3) are presented below. 


The results have been refined and reflected upon using the 


writings of Janson (2014) and Ching (2015). Both approach 


architecture in the way it is experienced. 


This chapter addresses the different components of archi-


tectural communication, based on the framework presented 


in the introduction. Section 5.1 discusses ‘the architectonic 


sign’ and its aspects. Section 5.2 discusses the architectural 


meaning. Because this chapter builds upon the results of 


preliminary research, some parts are borrowed from Part I.


4.1 The architectonic sign


Part I of this graduation project uses a semiotic perspective 


to look at the communication of architecture. In Theories of 


Human Communication, Littlejohn and Foss (2011) name the 


‘sign’ as the basic concept of the semiotic tradition. A sign is 


a stimulus that indicates some other condition, for example, 


smoke indicates the presence of fire. In architecture, however, 


the definition of the architectonic sign caused for some 


Figure 4.1 Triad of meaning
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discussion. Jencks (1980, 1991) uses a rather literal translation 


of semiotic thinking: the sign, or as Jencks calls it, the 


‘signifier’ refers to something else: the ‘signified’. Jencks 


(1980) shows the relation between the object, or ‘referent’, the 


signifier and the signified, based on the ‘triad of meaning’, 


another fundamental concept of semiotic thinking. The triad 


of meaning and Jencks’ adaption are shown in Figure 4.1 and 


4.2. However, Eco (1980) underlines that in architecture the 


relationship between the object, the signifier and signified 


is less obvious: the object in the first instance, signifies 


itself. The difference becomes clear when using the previous 


example: smoke (sign, or signifier) indicates fire (the object). 


In this case, sign and object are two different things. In 


architecture, on the other hand, the sign and the object are 


but one thing (according to Eco). 


The root of this discussion lies in what is defined to be 


the ‘architectonic sign’. Janson (2014) states that a sign is 


defined as an architectonic form or element that refers to a 


meaning that lies outside the architecture or object itself. 


This comprehends that the architectural meaning relies on 


a certain amount of knowledge. In Part I, this was described 


Figure 4.2 Jencks’ semiotic triangle (based on Jencks, 1980)
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as ‘acquired meaning’. But when we dissociate the definition 


of the ‘sign’ from being a physical object and redefine the 


‘architectonic sign’ as a set of architectonic expressions, 


an ‘appeal’ or ‘atmosphere’ (Janson, 2014), it can convey 


meaning in a more ‘intrinsic’ manner.


Therefore, the prior research proposes that the architectonic 


sign is a combination of the ‘object’ and a set of ascribed 


properties. The following sections describe these concepts of 


the architectonic sign. 


4.1.1 The object


The object is the vehicle of architectural meaning. The term 


‘object’, as used here, does not necessarily refer to a mass; 


it refers to the architectural appearance. The object can 


be described on different scales. These scales somewhat 


correspond with typical scales used in architectural design. 


The scales are:


1. Detail  


This is the smallest scale, corresponding with the architec-


tural scale 1 : 5 – 1 : 20. In architecture, this scale shows the 


relationships between the different building parts as well as 


their technical execution. Detailing can sustain meaningful 


expressions in architecture. Moreover, Janson (2014) em-


phasises the importance of good detailing in the readability 


of architecture. This importance can also be seen in art: Eck 


(2017) explains how the edges between large surfaces have a 


large influence on the visual expression of paintings.


2. Form and space 


This scale describes the characteristics of form and space (or 


‘contraform’), as well as, their perceptions. 
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3. The organisation of form and space 


The forms and spaces, together, make an architectural 


composition, in other words: the building. In architecture, this 


scale is often presented 1 : 50-1 : 500, depending on the size 


of the building. How these forms and spaces are organised is 


especially important for architectural communication. The 


spatial organisation and the characteristics of this organi-


sation pay a large contribution to how space is used, moved 


through and perceived.  


4. Context 


Architectural meaning is highly dependent on context. In 


architectural design the urban context can be represented 


using larger scales (1 : 500 up to 1 : 10.000). Architectural 


meaning, however, is not only a result of spatial context. The 


meaning of architecture is influenced by historical, cultural 


and social context as well. 


4.1.2 Architectonic properties


The architectonic sign can convey meaning through a 


combination of the architectural object (form, space and their 


organisation) and its properties. Part I already defined nine 


properties: proportions, scale, rhythm, symmetry, geometry, 


openness, angularity, materialisation and light. This research 


elaborated on these preliminary results through a fourth case 


study and new insights from literature. With as goal to refine 


the framework of architectural communication.  


The following paragraphs describe the refined list of proper-


ties. These properties can be described objectively.


Size


The size of a form, a space or a building is relative to its 


context. It can be measured in all directions. Height, in 
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relation to the human body, however, is probably the most 


powerful in conveying architectural meaning. 


As we have seen in the case studies, size is a meaningful way 


to express power in architecture: extremely high spaces are 


perceived as more powerful and often higher in the hierarchy 


than lower spaces. According to Janson (2014) the hierarchical 


expression that exceeds from high to low is deeply rooted in 


our social and cultural structure. The symbolic meaning of 


heaven versus hell is probably the clearest example of this 


hierarchical principle: good is above and bad is below. Janson 


(2014), also links size with the meaning of power in archi-


tecture and explains how this can affect our feelings: “When 


the dimensions of a building far exceed those of the human 


being, when rooms or doors, for example, are far higher than 


a human head, the results are often associated hastily and in 


a clichéd manner with overwhelming or humiliating effects”. 


However, he continues “[…] depending on the situation, 


elements of excessive scale may also cause the effect of gen-


erosity or uplift” (p. 270). In urban space, the distance needed 


to fully grasp the size of tall buildings is often non-existent. 


As the case study of Seagram shows: only when space opens 


up and the full height of the building can be perceived, can 


architecture fully convey its powerful expression. The size of 


the case studies in shown in Figure 4.3.


Furthermore, details, ornamentation, or other points of 


references (e.g. windows, doors, trees, etc.) help to determine 


the overall size of the architectural object. These points of 


reference also improve the readability of the architecture 


from various distances. Figure 4.4 shows this effect of 


ornamentation on the perception of size in five different 
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columns throughout the case studies.


Proportion


The proportion of a form or space is a three-dimensional 


scale (height : width : length). Proportions in relation to ar-


chitectural meaning are discussed by many theorists (among 


others: Ching, 2015; Janson, 2014; Prak, 1968; Simon, 1973; 


Summerson, 1980; Wittkower, 1996; Zevi, 1978). Throughout 


the ages, different proportional systems played a role in var-


ious fields, including architecture, music and art. However, it 


is believed that the overall goal of proportional systems is to 


create harmony and order (Ching, 2015; Summerson, 1980). 


Additional to the thoughts on (systems of) proportion by 


Ching (2015) and Summerson (1980) that see proportion as a 


“well thought off coherent structure” (Janson, 2014, p. 240), 


Janson  (2014) proposes another perception on proportion: 


proportion as a “rational component of spatial experience” 


(p. 242). This perception presumes that proportion does not 


always have to be translated into measurements; the human 


eye is well trained to recognise (good) proportions without 


the need of a yardstick. Janson (2014) continuous by saying 


that proportion is “a primary means through which building 


and spatial forms are grasped intellectually” (p. 242). 


In the case studies, these two perceptions on proportions 


can be seen as well. While the Bavo uses a very strict system 


of proportions (both for practical and symbolic reasons), 


Seagram, AEG and the Market hall do not. However, propor-


tions still play a big role in the expression of these buildings 


and their individual spaces and forms. For instance, Part I 


mentions that in the Seagram building the proportions of 







Figure 4.3 Size











Figure 4.4 Size and the effect of ornamentation
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the different conceptual spaces contribute to the behavioural 


functionality of that space. Ching (2015) agrees: “While 


square and oblong spaces define places for activity, linear 


spaces encourage movement” (p. 299). The same can be seen 


in the case study of AEG, where the proportions of the main 


hall clearly communicate the direction and movement along 


the production line. Again, the same is visible in the different 


spaces of the Market Hall. The linear form of the quay 


encourages you to move, while the open squares are more 


inviting to stay. 


In the façade, proportions can lead to a sense of direction as 


well. In Seagram, for example, the proportion of the volume, 


as well as the proportions of the windows, give the building 


a vertical expression. In the Market Hall, on the other hand, 


the length of the building is the dominant direction which 


gives the building a horizontal expression. Janson (2014) 


aligns these proportions to emotional expressions. He 


describes proportions with a horizontal direction as ‘humble’, 


‘comfortable’ or ‘tranquil’ (calm) and vertical dominated 


proportions as ‘strong’, ‘proud’ or ‘exuberant’ (full of energy).


Moreover, there is an important difference between proportion 


and size that is worthy of mentioning here. While size is 


always measured in relation to something else, for example, 


the human body, proportion is not. 


Rhythm


Rhythm is the repetition of forms. A rhythm can be disrupted 


by either enlarging or reducing the space between the 


objects. 
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Janson (2014) subdivides rhythm in architecture into ‘fluid’ 


and ‘frozen’ rhythm. Frozen rhythm is a means of visual 


design that can subdivide, enliven and integrate structural 


forms. Fluid rhythm, on the other hand, equals real move-


ment: the rhythm then articulates the spatial form. Figure 


4.5 shows the frozen rhythm in the case studies. In this 


figure, the rhythm is represented by the repetition of the 


columns. A repetition of forms that follows a strict rhythm 


is often perceived as a whole, for instance, columns that are 


close enough can be perceived as a vertical plane. This is also 


explained by the Gestalt law of proximity (see Box 1). In the 


case studies, we have seen that rhythm can play a role in the 


definition of different conceptual spaces. For instance, in the 


Bavo and in AEG, the rhythm of the columns separates the 


aisle from the main space. In the Market Hall, the rhythm of 


the columns defines an intermediate space between the row 


of columns and the façade of the lofts and market hall. In the 


Seagram building, however, conceptual spaces are not defined 


by the rhythm of the columns, but by the volumes.  


Because of the predictability of rhythms, disruptions 


stand out: “Only against the background of the role of the 


series does the variety among individual element become 


conspicuous” (Janson, 2014, p. 267). In the Bavo for example, 


the disruption of the rhythm around the crossing defines a 


different conceptual space. The importance of this space is 


emphasised by the size of the four central columns in relation 


to the other columns in the sequence. According to Janson 


(2014) a uniform repetition of forms can lead to ‘monotony’ 


and ‘fatigue’ on the one hand, but in other cases, an endless 


rhythm can also contain an element of ‘irritation’ or ‘magic’. 







Figure 4.5 Frozen rhythm
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Furthermore, the case studies show that rhythm can give 


direction to space. This more fluid definition of rhythm is 


a result of the linearity of the row of columns. Moreover, 


when a row of columns is long enough, the rhythm increases 


the length of the space, making the space seem limitless, 


especially when the gaze is unable to reach the boundaries 


of space (Janson, 2014). This is the case with the aisle of 


the Bavo for example. Because the rhythm of the columns 


extends around the choir, the boundary of that space is not 


visible and space seems infinite around the corner. Janson 


(2014) describes that the rhythm of a row of, for example, 


columns “accompanies the action of walking with a uniform 


beat or pulse” (p. 266). The mechanical repetition of forms, 


as well as the linearity of a row of columns, encourage the 


movement of the body along this rhythm. The fluid character 


of rhythm is present in the Market Hall as well: movement 


is encouraged by the rhythm of columns and trees at the 


waterfront. Because of the clear rhythm on both sides, the 


depth of the space is emphasised. 


Finally, the uniform arrangement of columns in the Seagram 


building does emphasise a particular direction. The lack of 


direction facilitates a more ‘casual entry’ and ‘unconstrained 


circulation’ (Janson, 2014). The volumes, however, disturb the 


arrangement of columns and break the space. Nonetheless, 


the funnel effect, due to proportions of the spaces described 


by the volumes, still communicates a movement in space.


Symmetry


A form, space or organisation of these forms or spaces can 


be symmetrical along one or more axes. As the case studies 


have shown, symmetry can create harmony and order in a 
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structure. Furthermore, symmetry can lead your attention 


to what is important, like the entrance of a building in the 


middle of a symmetrical façade. 


Figure 4.6 shows the presence or lack of symmetry in the 


four case studies. Both the Bavo and Seagram are symmet-


rical over one axe. AEG is not. According to Janson (2014), 


symmetry can emphasise the monumentality of the building 


and therefore contributes to the communication of power. In 


the Bavo, the symmetry of the nave, in combination with the 


rhythm of the columns and the rounded ending of the choir 


also give direction to space. Moreover, the Bavo’s symmetry 


leads to a different hierarchy between the spaces. Because 


the symmetrical axe runs through the centre of the nave, the 


symmetry can be fully experienced here.


Janson (2014) also describes that (mirrored) symmetry 


creates a tripartite hierarchical order between the left side, 


the central axis and the right side. The equivalence of the 


two sides makes movement unnecessary (Janson, 2014). This 


was also believed by the architects of the Modern Movement. 


Who, as a protest against the classical “fetish” for symmetry, 


encourage asymmetry. They believed symmetry symbolised 


a fear of flexibility, indetermination, relativity and growth 


(Zevi, 1978). In the classical language of architecture, on the 


other hand, symmetry played a dominant role. Floorplans 


and façades had to be perfectly symmetrical despite the use 


or function. 


Thus, symmetry is a powerful and frequently used tool to 


create harmony and order in architecture. Janson (2014) 


prescribes the consistent love for symmetry in architecture 







Figure 4.6 Symmetry
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to the human form itself. Our own bodies, as well as almost 


all forms created by evolution, are symmetrical by nature. 


However, with harmony and order, tranquillity can arrive as 


well. Symmetric buildings are easy to “read” because they 


are predictable. Asymmetrical buildings or spaces, on the 


other hand, are not easy to read and need movement to really 


understand. 


Buildings can, however, be harmonic and orderly even though 


no symmetrical axis can be found. The organisation of the 


architecture then, is probably based upon some other order-


ing system, for instance, proportions. Janson (2014) calls this 


‘quasi-symmetry’. It is based upon the harmonic features of 


symmetry, but it is not possible to find an axis. Janson (2014) 


refers to this type of symmetry as eurhythm which means 


“a balanced relationship between corresponding parts that 


follows a certain rhythm and is displayed in a building’s 


proportions” (p. 321). The design of the Market Hall is an 


example of this kind of symmetry: although no axes can be 


found, the organisation of forms and spaces is balanced and 


still communicates a certain harmony and order.


Transparency / openness 


‘Transparency’ can have multiple meanings in architecture. 


Janson (2014) describes three. The first two definitions refer 


to the material properties of an architectural form: (1) first, 


in the literal sense of the word, transparency means that one 


can see through it (e.g. a glass wall or window); (2) second, 


objects that are translucent, meaning light can pass through 


but we can only see a hint of what’s behind a transparent 


surface, can also be called ‘transparent’; (3) third, ‘trans-


parency’ in the phenomenal sense of the word, refers to 
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the relation between open and closed in spatial figures or 


structures. In this instance, a row of columns, opposed to a 


wall, can be seen as ‘transparent’. 


Undoubtedly, the transparency of the architecture influences 


the visual relationship between different spaces. When 


the visual relationship is too clear this might discourage 


movement for the same reason described for symmetrical 


architecture: movement is not required because we can 


already imagine what the rest of the space will look like. 


However, when next to visual relations, physical relations are 


present as well, movement might be encouraged because of 


the ease. On the other hand, spaces with low transparency 


might also encourage movement through intimations. For 


instance, when small openings call attention to locations that 


initially cannot be reached


Finally, the case studies of the Market Hall, as well as the 


Bavo, show that the transparency of a spatial structure can 


also contribute to the ambiguous character and therefore to 


the multi-interpretability of conceptual spaces in architec-


ture. According to Janson (2014): 


“[…] the perceptibility of such superimpositions presupposes that 


the architectural manifestation of spatial figures or systems is not 


unambiguously fixed by spatial delimitations (i.e. walls, supports or 


edges), but participates in the spatial containment and the definition of 


spatial contours of various systems simultaneously” (pp. 341-342).


Angularity


Angularity describes the properties of a corner. When a form 


or space is angular, it means that the corners are acute  


(< 90°). However, as we have seen in the case studies, spaces 







Figure 4.7 Transparancy / openness
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and forms can have wider angles or rounded corners as well. 


The angularity of the architectural object can lead to different 


expressions of form and space. 


The way in which two planes meet is of great importance 


for the perception of that from. It can either emphasise the 


geometry of the form, articulate the corner of that form, or 


articulate the separate planes (Ching, 2015). Janson (2014) 


dwells on the subject and explains that in acute, or angular 


angles (< 90°), the planes seem constricting; while in obtuse 


angles (> 90°) the planes seem expansive. Moreover, in 


rounded corners, the surface continues and the planes blend 


into one. In the Market Hall, for example, the round corner 


of the roof portals continues the surface of the roof into the 


vertical plane. A similar effect can be seen in AEG. Where 


the rounded corners of the concrete walls emphasise the 


elasticity of the material and the continuation of the façade 


around the corner.


Corners are especially important in the definition of space: 


the corners of a room enclose space. For example, Janson 


(2014) states that concave sides of a curve are often regarded 


as an interior, while the convex side is perceived as an 


exterior. In the Market Hall, the rounded form of the portals 


embraces the space underneath and give it an enclosed and 


more ‘indoor’ feeling.


Finally, Janson (2014) also mentions that the concavity of 


walls can communicate a circulating movement. This was 


also seen in the case study of the Bavo where the rounded 


form of the choir emphasises the continuation of the path. 
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Materiality


“Architecture as ‘imagined space’, as a concept, or as a drawn design, 


is recognizable already on an intelligible level. As pure form, it can be 


presented abstractly in a scale model, yet it begins to affect our senses 


only once it has been tangibly materialized. […] materials address our 


senses to varying degrees, attract us, want to be touched, and either 


bring us into physical contact with the architecture or hold us at a 


distance.” (Janson, 2014, p. 189)


This segment emphasises the importance of materiality 


to architectural meaning. Materials can be inviting: it can 


create a gesture and evoke certain behaviour. For example, 


soft materials invite you to sit or lie down. In the Market 


Hall, the gestural quality of wood, in contrast to stone or 


concrete, is used to communicate places to sit down alongside 


the waterfront. The geometric pattern of the concrete floor 


at the market squares do not indicate a certain direction and 


the smoothness of the material communicate a functional 


gesture, ideal for organising various activities (e.g., a market). 


Multiple aspects of materiality contribute to the generation 


of meaning including colour, texture, hardness and transpar-


ency. Colour has a profound influence on our emotion: “it can 


calm or stress, stimulate or add dramatic tension” (Janson, 


2014, p. 57). Next to the intrinsic influences of colour on our 


emotions, symbolism also plays a big role in the meaning of 


colour (Broek, van den, Koetsenruijter, Jong, de, & Smit, 2015). 


Furthermore, the Gestalt law of similarity (see Box 1), 


emphasises the possibility to use materiality as a means 


to group or relate certain elements. Even on a large scale, 


a similarity in colour and material can be used to establish 







Figure 4.8 Angularity
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spatial relationships (Janson, 2014). This quality of mate-


riality is used in the Market Hall, where the recognisable 


geometric pattern of the concrete market floors links the 


three public squares together.


Materiality can also carry great symbolic value. For instance, 


when luxurious materials are used (like in Seagram) or ma-


terials that are typical for the time and place of construction 


(glass and steel for industrial buildings like AEG and bricks 


for Dutch buildings, like the Bavo). In the Market Hall, a 


reference is made toward the language of industrial buildings 


with the use of glass and steel. In these cases, the meaning 


makes use of a reference to something that lays outside of the 


building itself and a certain amount of knowledge is needed 


to completely understand the message. We can argue if it is 


even possible to dismiss the symbolic value of materiality.


Finally, it should be mentioned that the texture and hardness 


of the material can also influence a space indirectly through 


the reflection of light and sound. However, this is outside the 


scope of this research. 


Light


According to Janson (2014), light and shadow are as important 


as form and material in the conduction of architectural 


meaning. Light, either natural or artificial can fulfil a 


number of tasks concerning architectural communication. 


Janson (2014) names three: (1) first, it emphasises the 


three-dimensionality of solid forms. (2) Second, it articulates 


space, as well as helps to guide movement through spaces. 


In Gothic architecture, for example, light from above is 


used to emphasise the height and weightlessness of the 


construction. (3) Third, together with materiality, it can 
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generate atmospheric mood. Again, the use of light in gothic 


architecture, like the Bavo, is most significant. In the Market 


Hall, the shadows of the PV cells in the roof form a playful 


and changing pattern on the floor. This leads your attention 


to the roof. Emphasised by the amount of daylight in the 


building (especially in the market hall and open spaces), the 


ambience approaches outdoor space. 


Ornamentation


The dictionary defines ornamentation as “decorative 


elements added to something to enhance its appearance”. 


However, the meaning of ‘ornamentation’ has developed over 


the years and changed significantly with the influence of the 


modern movement: 


“Rejected by the Modernist movement of the early twentieth century 


as a superfluous obscuring of structural readability or an instrument 


for imposing semantic access on (naked) truths, ornamentation has 


meanwhile reacquired its independent function of enriching and 


modulating perception.” (Janson, 2014, p. 214)


Nowadays, ornamentation goes beyond the task of symbolic 


illusion. The role of ornamentation in contemporary archi-


tecture extends from a purely decorative function to a means 


of emphasising relations and order through structural detail. 


In the Market Hall, for example, the detailing of the hinges 


communicates the relationship between the roof construction 


and the foundation. It emphasises the distinctive character 


of both elements and emphasises the lightness of the roof 


construction that lands on the heavy, concrete foundation. 







197 Part II - “Speaking Architecture


Just like materiality, ornamentation can also generate 


acquired meaning through symbolism and metaphors. In 


AEG, the hinges of the steel portals outside refer to the 


industrial activities that take place inside. In the Bavo, the 


images presented in the stained glass windows represent 


biblical stories or refer to the financiers of the windows. 


To conclude, the architectural sign consists of the object 


and its architectonic properties. These properties can work 


on different scales. The nine properties of the architectural 


object can also be seen as founding principles of architectural 


communication. In other words: architecture can conduct 


meaning through nine principles of architectural communi-


cation; these principles can work together and on different 


scales to convey meaning in architecture. The next sections 


describe what architecture can communicate. 


4.2 Architectural meaning


The architectural meaning is the subjective outcome of the 


objectively described architectonic sign. This means that the 


architectural meaning cannot be described objectively and 


may depend on personal interpretation. As discussed in Part 


I, semiotic thinking makes a distinction in first level mean-


ing, or in other words ‘denotation’ and second level meaning: 


‘connotation’. Something similar can be seen in architectural 


communication as well. This section describes the first level 


meanings of architecture. In Part I, a distinction is made 


between ‘acquired’ and ‘intrinsic’ meaning. Acquired meaning 


relies on a certain amount of knowledge and experience. For 


example, we recognise a church as such because we have 


learned that a church has a bell tower and arched stained 


glass windows. 
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Intrinsic meaning, on the other hand, is experienced more 


intuitively. Intrinsic meaning is rooted more deeply and 


therefore less dependent on personal interpretation. Let’s 


explain through an example: although no one taught you 


to experience the Reichstag building in Berlin as a symbol 


of power, once standing there and looking up the gigantic 


columns and size of the building, you probably automatically 


feel the power the building expresses. Thus, architectonic 


properties as scale, proportion, rhythm and symmetry 


intrinsically express a type of meaning that is understood by 


a wide audience in the same manner. 


This research focusses on the intrinsic meaning of architec-


ture and does not include the acquired meanings described 


in Part I. However, it should be noticed that it is merely 


impossible to exclude acquired meaning in its totality; we are 


inherently influenced by the symbolic value that architecture 


has built up over the years. Where necessary, the relationship 


with acquired meaning is therefore described.


4.2.1 Power


All architecture communicates some kind of power. The 


case studies showed that architecture can communicate 


power through monumentality. The ‘monument’ is a bearer 


of meaning because it confronts us with history. Moreover, 


it confronts us with the impermanence of human existence, 


opposed to the endurance of the architectural structure. 


However, the case studies showed that the meaning of ‘pow-


er’ or ‘monumentality’ can also be evoked by contemporary 


architecture through size, symmetry, rhythm, materiality 


and light. 
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First, power is directly and profoundly expressed through 


‘size’. According to Anderson (2000), Behrens communicated 


monumentality in his architecture through the “creation 


of large forms” (p. 194). This can be clearly seen in the AEG 


Turbine Factory as well. Here, the powerful expression 


of the building is emphasised by the relative size of the 


architectural form to the human body: because the base of 


the building extends above our heads, we cannot look inside 


when walking past the building. The Bavo and the Market 


Hall also communicate power through size. The effect of the 


size of architectural form is so extensive because it directly 


induces the feeling of inferiority. Janson (2014) mentions 


that the “monumental effects of size […] that are intended 


to overwhelm, cannot be arrived that simply by continually 


increasing the volume of a building” (p. 286) because there is 


a risk of falling into ‘banal gigantism’. 


Second, ‘rhythm’ can also contribute to the expression of 


power in architecture because it emphasises the building’s 


size. Rhythm is often expressed in rows of columns. 


Colonnades, however, also have a symbolic value because of 


the reference to their use in classical architecture. However, it 


is believed that the numerous repetition of building elements 


can also generate the sensation of ‘immensity’ (Janson, 2014) 


irrespective of its symbolic value. 


Third, ‘symmetry’ can communicate power, not only because 


the principle itself refers to monumental architecture, but 


more so because of the reason why symmetry was such 


a popular tool in the classic language of architecture; 


symmetry, proportion and the harmony that it leads to, 


were recognised as divine. Moreover, symmetry refers to the 


symmetrical organisation of our own body (Janson, 2014). 
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Furthermore, principles as symmetry and proportion have 


the mere goal to create order and harmony and communicate 


some serenity. The serenity of this kind of architecture lets 


you reflect upon yourself, while the building stands power-


fully above. More so, symmetry takes away the need to move. 


A symmetrical organisation of architectural forms tells you 


exactly where it stands and there is no need for exploration 


or interpretation. In other words: the building holds the 


power and its message is superior.    


These messages of power all relate to the feeling of being in-


ferior, unsettled or overwhelmed by the effects of ‘sublimity’. 


Janson (2014) states that the sublimity is generated “by the 


size of that which has become incommensurable” (p. 287). In 


other words: we fear that, what we cannot comprehend. 


The case studies of the Seagram building and the Market 


Hall show two other ways in which the meaning of power 


is perceived. In Seagram, power or monumentality is not 


expressed through size, but through naked geometry and 


the use of luxurious materials. Seagram also expresses 


power through its architectural weight pushing down on the 


seemingly too slender columns. 


In the Market Hall, monumentality also derives from the 


significance of the building’s location. The building appears 


prominently along the waterfront and is centrally located in 


the ‘Waarderpolder’. Furthermore, it is a starting point and, 


thus, the first impression of the city for visitors and tourists. 


Furthermore, some architectural forms can, on their own, 


denote power. However, in these cases, it probably relies 







201 Part II - “Speaking Architecture


on acquired meaning. For example, the forms of AEG 


communicate power because of their scale and because they 


refer to the form language of the Hellenic Temple, which we 


have learnt to associate with a higher power. The same holds 


for the use of classical form language throughout the ages, 


especially the highly decorated Corinthian order in important 


and powerful buildings. Because of the rich history of these 


specific signs, we cannot see it as purely intrinsic anymore. 


Hierarchy


Hierarchy is a special expression of power: it is the 


communication of power in relation to something else. A 


hierarchy can be communicated on all scales. For instance, 


between spaces, within spaces and even between the building 


and its context. In the case studies hierarchy is expressed 


between spaces by size and symmetry. In the Market Hall, 


for example, the roof construction is the only thing that is 


axially symmetrical. This gives the roof a more powerful 


expression over the volumes underneath it.  


4.2.2 Gestalt / order


Architecture is able to communicate the ‘gestalt’. Gestalt 


derives from the Gestalt psychology and means the ‘whole’, 


that is more than the sum of its parts. The Gestalt laws of 


visual perception (see Box 1), derived from Gestalt psychol-


ogy, explain why we perceive certain things as a whole and 


others as separate. These laws help us make sense of the 


chaotic world around by grouping objects together and create 


order in what we perceive. In other words: seeing something 


as a gestalt makes it easier to translate complex messages in 


architecture.







Figure 4.9 The effect of symmetry on hierarchy
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The Gestalt laws do not merely apply to architecture. Van 


den Broek and his colleagues (Broek, van den et al., 2015), 


for instance, apply the gestalt laws to visual communication 


in general. Originally, the gestalt laws describe perception 


only in two dimensions. Prak (1968) applies the gestalt laws 


to the built environment, as is described in Part I of this 


research. However, the third (and fourth?) dimension still 


lack in his approach. By using of the fourth dimension, 


architecture can make complexity more comprehensible. This 


movement positively influences the ability to understand 


the complexity. In architecture, the (gestalt) principles can 


be grasped from multiple angles. It seems that this excites 


the readability of the gestalt. The principles proposed in this 


research show similarities with the gestalt laws mentioned in 


the literature (Broek, van den et al., 2015; Janson, 2014; Prak, 


1968). However, they are somewhat different and extended for 


BOX 2: Gestalt laws of visual perception*  


*Based on Prak (1977)


Law of proximity:


Law of similarity:


Law of simplest and largest figure:


Law of continuity and closure:
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architectural communication. All principles of the architec-


tonic sign are tools to create a clear organisation of forms 


and spaces in architecture and convey a clear message. They 


all contribute to the perception of the gestalt. Moreover, they 


reinforce each other. 


For the perception of the gestalt in architecture three laws 


are most significant. First is the ‘law of proximity’ (Broek, 


van den et al., 2015; Janson, 2014; Prak, 1968): objects that 


are near to each other are often perceived as a whole. This 


corresponds with the principle of ‘rhythm’ mentioned in 


this research. In the case studies, the rows of columns are 


perceived as a whole and therefore create a boundary for the 


conceptual spaces.


Second, the ‘law of similarity’ (Broek, van den et al., 2015; 


Prak, 1968) explains that we tend to group objects that look 


similar. For instance, architectural forms or spaces that have 


similar materiality are perceived to have some kind of spatial 


relationship, even on large scales. Closely related is the ‘law 


of symmetry’ (Broek, van den et al., 2015; Janson, 2014), 


which means that objects that are part of a symmetrical 


organisation are perceived as a group. 


Third, is the ‘law of enclosure’ (Broek, van den et al., 2015). 


This principle explains that we perceive objects as a group 


when they are enclosed by a boundary. Ching (2015) also 


mentions enclosure as a way to emphasise a clustered 


organisation. In the Market Hall, for example, the clustered 


organisation of the volumes is emphasised because it is 


enclosed by the roof.    
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Gestalt is not only an architectural meaning an sich. The 


gestalt principles constitute an underlying continuity in 


visual perception. In other words, architectural communica-


tion cannot be seen independently from the gestalt. 


4.2.3 Simplicity and complexity


Architecture can be perceived as being complex, or simple. 


According to Janson (2014), “complexity is required as a 


complement to architectural order and simplicity” (p. 63). 


In other words, there is a continuing equilibrium between 


complexity and simplicity. 


The principles described in this research can be used to create 


harmony and order in architecture. Used in the right way, 


they convey the message of simplicity. However, contrasts 


in spatial situations, for instance through ‘scale’, ‘form’, 


‘colour’, ‘material’ and ‘lightning’ (Janson, 2014) can lead to 


ambiguities and contradictions and therefore to complexity.


Gestalt psychology is based on the idea of ‘Prägnanz’, which 


means that we tend to simplify the thing we see in order to 


understand it. The law of simple gestalt’ (Janson, 2014), or 


the ‘law of simples and largest form’ (Prak, 1968), addition-


ally, explains that we tend to simplify forms to their largest 


and simplest form. For instance, in the Market Hall, the 


complex collection of lines and forms in the roof is probably 


perceived in its simplest geometry: the triangle.


Complexity can lead to loss of orientation and the feeling 


of being overwhelmed (Janson, 2014). On the other hand, 


complexity can also lead to surprise. Complexity and sim-


plicity always have a complementary relationship and can, 
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thus, lead to complementary emotions: “too much complexity 


is too demanding, while too little can be unchallenging and 


tedious” (Janson, 2014, p. 63). However, this is not always 


the case. As Mies’ popular saying goes: “less is more”. This 


indicates that simplicity can also leave things up to the 


imagination and therefore trigger our curiosity. 


Most interesting, architecture has the ability to make com-


plex situations seem simple and thereby comprehensible. Not 


only by leaving things out of the picture – which also limits 


the complexity of the message – but by creating harmony and 


order through gestalts. In this case, complex messages can 


still be unravelled through close examination and analysis.  


4.2.4 (Conceptual) space


Actual (physical) space is not necessarily equal to the 


(conceptual) space we perceive. The gestalt ‘law of continuity 


and closure’ (Broek, van den et al., 2015; Prak, 1968) explains 


how we perceive an enclosed space as such, even when space 


is not literarily defined by a solid boundary.


Janson (2014) describes that we perceive space as an exten-


sion of our personal space, that is constantly defined by our 


body and our movements. Therefore, not much is needed to 


define a space. For instance, space can already be defined by 


a centre market by an object. Janson calls this phenomenon 


‘centring’. Box 2 gives more examples of how architectural 


boundaries can define space.  
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Boundaries


Space is defined through boundaries. Boundaries can be clear, 


like a wall, or fence; or they can be ambiguous, like a row of 


columns, a canopy or platform. A contrast in materiality can 


also define space. Even a shadow of a wall can be perceived as 


a boundary. 


These examples of unclear or blurring boundaries can result 


in ambiguous, or multi-interpretational spaces. Janson(2014) 


calls this ‘flowing spaces’. According to Janson, “we experi-


ence this ‘flow’ through our own movement” (p. 122). As we 


have seen, the Market Hall is designed around this motional 


effect of flowing space. 


A clear boundary, on the other hand, can also be perceived as 


a threshold. The boundary itself can be an obstacle that one 


has to overcome. In that case, the activity of transgressing a 


boundary is emphasised.


Boundaries not only define separate spaces; they can also 


communicate other properties. They can, for example, 


differentiate the line between public and private spaces, or 


between internal and external space. 


Intermediate space


A special type of conceptual spaces is the ‘intermediate 


space’. Intermediate space is a result of the reciprocity between 


inside and outside, body and space, closure and openness, 


private and public, etc. (Janson, 2014). It belongs to neither, 


or to both adjacent spaces. The perception of the intermediate 


space is influenced by the superimposition of spaces and 


their proportions. Therefore, the intermediate space is often 
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multi-interpretational. 


4.2.5 Orientation/directionality 


Orientation is the way of intrinsic communication that we 


are probably most aware of. We all use it at some time. For 


instance, to find your way in a city, or to indicate where you 


are standing to a friend you are supposed to meet. The most 


obvious way of orientation is when a building functions as 


a landmark. Within a building, however, orientation plays a 


role as well. Orientation within a building can be positively 


influenced by transparency when there is a clear visual 


relationship between the spaces. However, when standing 


in a big open space, we might feel lost despite the clear 


orientation.


Furthermore, a single space can also be oriented in a certain 


way. Janson (2014) calls this the ‘directionality’ of space. 


Based on Janson (2014) and the case studies, five ways in 


which architecture influences our sense of directionality can 


be named. (1) First is rhythm, for instance, the rhythm of 


the construction in AEG or the rhythm of the columns and 


trees at the waterfront of the Market Hall. In these cases, 


rhythm emphasises the depth and therefore the linearity 


and direction of that space. (2) Second, proportions give 


directionality as well. While cubic spaces communicate no 


clear spatial direction, oblong spaces appear longitudinally 


oriented. This holds for the Market Hall, where the longitude 


form of the roof alongside the waterfront communicates a 


horizontal orientation. The proportions of Seagram, on the 


other hand, emphasise the verticality of the building. (3) 


Third, an outstanding object or architectural form can also 


give direction in space or function as a point of reference for 
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orientation. For instance, the altar of a church or the tower 


of the Bavo that functions as a landmark in the whole city. 


The same can be said about ornamentation. (4) Fourth, and 


the final principle named by Janson (2014) is light. We have 


the urge to always strive toward the light. In the Bavo, for 


instance, the light that comes from above emphasises the 


height of the nave and gives it a vertical expression as well. 


(5) Fifth, the case study of the Bavo showed another principle 


that contributes to the directionality of space: angularity.  


The rounded end of the choir communicates an enclosed end 


of the space, giving the space of the nave a linear direction 


that draws your attention toward the end and simultaneously 


the most important space in the church: the choir.


4.2.6 Gesture 


“Although architecture is mostly immobile, people habitually read 


movement into unmoving built structures as their form character. […] 


We experience such architectural forms as spatial gestures when we 


feel addressed in relation to our own behaviour, and find ourselves 


compelled to a performative response. Architecture can communicate 


gesturally in ways that are analogous with our understanding of 


feature as expressive bodily movement.” (Janson, 2014, pp. 144–145)


As this segment of Janson (2014) shows, the architectural 


gesture can influence our behaviour. In other words, the 


architecture may invite us to come in, move, stand, sit, 


interact or retreat.  
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Movement


The case studies showed various gestures that influence our 


behaviour. First, all case studies showed how the architecture 


influences movement through space. Underlined by other 


writers as well (Ching, 2015; Janson, 2014), it was mentioned 


that linear spaces encourage movement, while square and 


oblong spaces are more inviting to stay in one place. The urge 


to move has to do with human curiosity: we want to know 


what happens around the corner, leading us to move in order 


to find out. In clear and bigger spaces, on the other hand, we 


can perceive and understand the space in one glance and are 


more comfortable to stay in one place. Architecture can guide 


movement through its design. Architectonic properties as 


rhythm, proportion, openness, angularity, (a)symmetry, etc. 


contribute to this architectural gesture. Another example of 


how architecture influences movement is how we move the 


gaze upwards when entering a high space through a lower 


space. Imagine entering a church for instance. Because of the 


height if the nave, the verticality of the architectural forms 


and the light that comes from above, our gaze is probably 


stirring upwards the moment we enter.


In the case study of the Market Hall, another type of 


movement suggested by architecture was seen: ‘roaming’. 


Roaming is triggered by large open spaces, ‘flowing’ spaces 


(i.e., multi-interpretational conceptual spaces) and a lack of 


clear hierarchy among spaces in a building (Janson, 2014). 


These situations invite one to wander around. Janson (2014) 


associates roaming with pleasure. However, it can also lead 


to the experience of fear when there is too little sense of 


direction.    







211 Part II - “Speaking Architecture


Vertical modes of transportation (e.g, stairs and ramps), 


encourage movement as well. This results in the act of either 


ascending or descending. The proportions of the stairs are 


designed to match the desired pace, denoting the rhythm 


of our movement. The steeper the staircase the clearer the 


boundary and the greater the effort required to move to 


another space. Opposite, the more gradual the stairs (or 


ramp) the more the boundaries between the upper and 


lower space begin to fade. In the Market Hall there is a clear 


distinction between entering the building via the ramps at a 


more gradual pace, or taking the stairs from the ‘Lichtplein’. 


This last route calls for a clearer decision whether to enter 


the building or not. 


Posture


Next to movement, architecture can also communicate some 


kind of posture. Janson (2014) describes three common 


postures suggested by architecture: (1) sitting, (2) standing 


and (3) reclining. Section 4.4.2 explained how materiality is 


able to communicate a certain behaviour. Proportions can 


also communicate a gesture: to sit down, for instance. This 


is often seen in the different proportions of stairs or edges 


that have just the right height and depth to sit on. In the 


Figure 4.10 Sighting study (based on Lambert, 2013, p. 190)
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Market Hall, the wooden stairs on the corner of the quay 


have different proportions than the other stairs and therefore 


are more inviting to sit on. The same can be seen in the 


edges around the plaza of Seagram. As the sighting study of 


William H. While in 1980 (see Figure 4.10) shows, the edges 


around the plaza are very inviting to sit down and take a 


break from the busy city life 


Social interaction


The architectural gesture of ‘access’, or ‘circulation’ systems 


and spaces can express and condition social interaction 


(Janson, 2014). For instance, open floor plans in the workshop 


probably positively influence social interaction opposite to 


spate offices accessed through narrow hallways. Office plans 


often represent the corporate culture desired. Moreover, 


they change over the years along the changing thoughts 


on office relationships. For instance, nowadays, offices are 


designed as open floorplans with different rooms, or zones, 


designed specifically for the desired social interaction (e.g. 


flex working, official meetings, social interactions, etc.). It 


is generally believed that (informal) social interaction can 


stimulate knowledge exchange, innovation and ‘out-of-the-


box’ thinking. 


Invitation character / entrance


Finally, the architectural gesture can invite one to enter a 


building or space. In Seagram, for example, canopies mark 


the entrances. They give shelter against the rain and lour you 


in. The entrance is often clearly recognisable in architecture 


and invites you to come in. In the case studies, however, 


not all entrances were clear. Although the Turbine Factory 


functions as a welcome sign for AEG, there is no clear 
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entrance visible. Off course, this is not necessary because of 


the private function of the building. In the Bavo, however, 


one would expect a more inviting character.  


The inviting character of a space or building can be em-


phasised by intermediate spaces and blurring boundaries 


between ‘inside’ and ‘outside’. In the Market Hall, the 


open space underneath the roof can be seen as one open 


intermediate space, neither ‘inside’ nor ‘outside’. The 


inviting character and blurring boundaries of this space are 


emphasised by the canopy of the roof and the continuation of 


the geometric flour pattern and material. At the ‘Lichtplein’ 


side of the building, although the roof kneels to the ground 


and this negatively influences the inviting character to enter 


the building, the material of the floor continues without 


interruptions, luring you inside.


Finally, spaces that have a strong inviting gesture are 


probably perceived as more public than spaces without an 


invitation gesture that will appear more private. 


4.2.7 Accessibility and exclusivity


Related to the invitational gesture of architecture is the 


extent to which a space is accessible or exclusive. According 


to Janson (2014), the degree of exclusivity is predominantly 


determined by the position of the space in a building’s plan 


and the reachability of the space in relation to (semi-)public 


spaces. The lobby of the Seagram building, for instance, is 


very accessible and has a more public character than the 


office spaces that are only accessible via the elevators. This 


degree of accessibility is emphasised by the materiality of 


floor and ceiling that extend all the way to the public plaza, 


blurring the line between the outside and inside. 
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In the Market Hall, the line between the ‘inside’ and ‘outside’ 


or ‘public’ and ‘private’ even more ambiguous. In a way 


the roof functions as some kind of threshold, marking the 


intermediate space between the ‘inside’ and ‘outside’. The 


different levels of landscape underneath the roof allow you to 


wander around, finding yourself deeper and deeper into the 


building. The deeper you come into the building, the more 


exclusive, the more private and the more ‘inside’ you will feel 


to be.   


4.2.8 Capacity


Janson (2014) names three types of architectural ‘capacity’. 


First, in the qualitative sense of the word capacity refers 


to the adaptability of space (Janson, 2014). Buildings with 


great functional capacity can host many functions, but, 


according to Janson (2014), not all. Large spaces and flexible 


spatial arrangements contribute to the capacity of a space 


or building. The Market Hall was specifically designed to 


host multiple functions and events. The various (conceptual) 


spaces all have different properties that contribute to 


different expressions. The spaces, for instance, differ in size, 


proportion and materiality leading to different functional 


possibilities. 


Second, semantic capacity refers to “the potential of architec-


ture to endow everyday practice with meaning under chang-


ing conditions, and to absorb meaning to itself.”(Janson, 


2014, p. 21). 


Third, the scenic capacity refers to the ability of architecture to 


convey meaning in an intrinsic way: “We do not experience 


architecture primarily by ‘reading’ meanings or ‘assigning’ 
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functions; instead, we comprehend architectural reality 


through our corporeal involvement, through which the 


performative – or better, scenic – character of our dealings 


with architecture become explicit” (Janson, 2014, p. 41). 


According to Janson (2014), the scenic capacity of architecture 


is most important. 


The Market Hall shows all forms of capacity mentioned 


above. Janson (2014) refers to overall capacity as a tension 


between ‘substance’ and ‘contingency’. The design of the 


Market Hall expresses this tension in the different levels 


of impermanence. Multi-interpretational and fluid spaces, 


openness and transparency and functional flexibility are on 


the side of contingency, or temporariness. On the other side 


of the spectrum are articulated spaces, clear boundaries and 


clear paths or routes.  


4.2.9 Enclosure


Enclosure is determined by the transparency / openness of the 


architecture. Enclosure refers to the openings in the bounda-


ries of a space (e.g., windows, doors and transparent planes). 


According to Ching (2015), openings between enclosing planes 


emphasise the individuality of the planes. However, as these 


openings increase in number and size, “the space loses its 


sense of enclosure, becomes more diffuse, and begins to 


merge with adjacent spaces” (Ching, 2015, p. 172). In other 


words: the definition of space becomes more ambiguous when 


the openness of a space is increased and the space feels less 


enclosed. 


Important to the interpretation of enclosure is the way in 


which planes meet. Ching (2015) defines five types of corners 


(see Figure 4.12). The open corner decreases the degree of 







 4. Results 216


enclosure, the volume of the form is deteriorated and interior 


space leaks out (Ching, 2015). Additionally, the angularity of a 


corner defines the degree of enclosure as well. In the Market 


Hall, for example, the curved portals embrace the space 


underneath the roof and emphasise the feeling of protection. 


Angular corners, as well as rounded corners, emphasise the 


enclosed space and give the sense of interior.  


4.2.10 Architectural weight


Finally, the case studies show an expression of architectural 


weight. In the Seagram building the phenomenal structure 


creates the impression of architectural weight that presses 


down on the slim columns. In reality, the weight is carried 


by the four concrete cores that rise up until the 17th floor. 


However, because it seems that the weight of the 38 stories 


high building is absorbed by the slim columns, the building 


Figure 4.11 Corner 


conditions (Ching, 


2015)
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gives the expression of overcoming its weight. In AEG, the 


bulging concrete walls emphasise the building’s corporality 


and heaviness. This is emphasised by the reclining façade 


and the horizontal lines that give the expression of a stacked 


wall. The architectural weight gives the feeling of immobility 


and contributes to the building’s monumentality and power. 


Architectural weight is best perceived in interiors. According 


to Janson (2014) this is related to the fact that heaviness 


influences our mental states in a direct manner: “If a room’s 


boundaries, for example, are formed by an impenetrable, 


compact physical mass, and supported by a dense, heavy 


materiality, then we feel ourselves exposed to pressure from 


all sides, which generates a sense of constriction.” In the 


Bavo, this sense of constriction can be perceived, emphasised 


by the darkness and hard acoustics.


4.3 Architectural connotations


Part I of this research proposed a second level of archi-


tectural meaning, or ‘emotions’. However, these emotions 


were not yet addressed. It was mentioned, that the common 


observer probably perceives architectural meaning through 


these, more subjective feelings, instead of the intrinsic 


meanings described in Section 5.2. Prak (1968) calls this more 


emotive stance toward architectural experience ‘symbolic 


aesthetics’. These second level meanings, or connotations, are 


more heuristic and dependent on personal experiences and 


interpretation. 


According to Janson (2014), people perceive architecture 


through ‘empathy’: “through empathy, architecture becomes 


animate, figuratively speaking, meaning that it seems 


to express specific bodily states, sensations, emotions or 
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characteristic traits of the kind we normally attribute to 


other living beings” (Janson, 2014, pp. 98–99). In other 


words: we refer architectural meaning to our own emotions 


or feelings. 


To explore the connotations of the case studies, an overview 


was made from all connotative expressions mentioned in 


the text case study texts. The connotations are grouped 


and mapped, taking the example of Robert Plutchik’s (2001) 


wheel of emotions. This structural model, shown in Figure 


4.13, describes relationships among eight primary human 


emotions in a visual way. 


This way of ordering is used to organise the connotations 


that derived from the case studies. Note that these connota-


tions most likely are not comprehensive for all architectural 


communication. The result is presented in Figure 4.14. The 


“wheel” of architectural connotations has six slices. The 


opposite sections are related and contradictory. The rings 


indicate the different levels of meaning; the outer rings are 


the most subjective and emotional. 


Figure 4.12 Wheel of emotions (Plutchik, 2001, p. 349)







Figure 4.13 Architectural connotations
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TO SUMMARISE...


This chapter revised the results of Part I based on a fourth 


case study and additional literature. The architectural sign 


consists of the ‘object’ and its properties that work on 


different scales (detail, form and space, organisation and 


context). Nine properties were described as: size, proportions, 


rhythm, transparency/openness, angularity, materiality, light 


and ornamentation. The architectural sign can be described 


objectively. This sign is the vehicle that can convey meaning 


in architecture in an ‘intrinsic’ and ‘acquired’ way. This 


research focussed on the intrinsic meaning of architecture. 


Ten intrinsic meanings were explained: power, gestalt/order, 


simplicity and complexity, (conceptual) space, orientation/


directionality, gesture, accessibility and exclusivity, capacity 


and architectural weight. The properties of the architec-


tonic sign form the foundational principles for conducting 


architectural meaning in an intrinsic way. 


Finally, this research explored the connotations of architec-


tural communication in more detail. The connotations, or 


‘emotions’ as they were called in Part I, were organised in 


the ‘wheel’ or architectural connotations. This wheel shows 


the interrelations of the emotions. It is believed that for the 


observer, architectural meaning is most likely to be conveyed 


by these emotions (through empathy).  







Photo by Bram Peerlings


“Architecture is not mute. It’s an art of 
communication. It tells a story. 


– Libeskind (2009)


Photo by Bram Peerlings


“Architecture is a visual art, and the 
buildings speak for themselves.


– Julia Morgan
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Figure 5.1 Framework architectural communication (revised from Part I)
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This research refined the answer to the question: what 


architectural principles play a role in architectural communication 


and in what way? By doing so, this research revised the results 


of Part I. Figure 5.1 shows the revised conclusion of this 


research. Some principles and meanings are reformulated, 


some are added and the relationship between the architec-


tural sign and acquired meaning has changed. Furthermore, 


this research elaborated on the connotations or ‘emotions’ of 


architectural communication. Therefore, this new conclusion 


adds the connotations described in Section 5.3.


Figure 5.2 shows an alternative representation of the 


conclusion, focussing only on the intrinsic meanings of 


architectural communication. This ‘wheel of architectural 


communication’ shows the many possibilities for mutual 


relations between the sign (principles of architectural 


communication), first level meanings and connotations. The 


more they move toward the outside of the ring, the more 


subjective and emotional the meanings become: the second 


outer ring shows the possible intrinsic meanings that derived 


from the research; the three inner rings present the different 


principles of the architectonic sign that can act on several 


scales. All rings can rotate independently and can thus show 


how and what architecture can communicate. 


This wheel shows the countless possibilities in which 


architectural meaning can be constructed. It emphasises 


the dependence of architectural meaning on context and 


interpretation. The wheel can be used to reconstruct how a 


certain meaning is constructed in a piece of architecture. But 


reconstructing the architectural meaning in a useful way, 


requires a thorough analysis and knowledge of the subject. 
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But more importantly, it shows the complexity and interde-


pendence of architectural form and meaning. 


To conclude, Figure 5.1 and 5.2 together give a good example 


on how and what architecture can communicate. The archi-


tecture itself is the vehicle of its meaning. The architectonic 


sign can be objectively described as the object and its prop-


erties that work together on different scales. Furthermore, 


this research proposes a distinction in ‘acquired’ and 


‘intrinsic’ meaning. In acquired architectural communication 


the object itself refers to some symbolic meaning that lies 


outside of itself. Therefore, it requires (acquired) knowledge 


to understand. Intrinsic meaning, on the other hand, derives 


not directly from the object but is a result of the properties 


of architectural form and organisation. The nine properties 


described in this research, therefore, form the fundamental 


principles of intrinsic architectural communication. These 


principles are: size, proportion, rhythm, transparency / open-


ness, angularity, materiality, light and ornamentation.


Part III of this research builds on these principles and 


translates them into a ‘form language’ that can be used in 


the field of science communication. 







Figure 5.2 Wheel of architectural communication
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Samenvatting


Aantal workshops 2


Aantal deelnemers 4-6


Tijdsduur 3,5 uur


Doel Verder ontwikkelen ontwerp vormentaal en inzicht krijgen in de gebruiksmogelijkheden.


De vormentaal, gebaseerd op de principes van architectonische communicatie, wordt getest tijdens twee workshops. 


Tijdens de workshops wordt aan de deelnemers gevraagd een strategie te bedenken voor een complex communi-


catieprobleem met behulp van de vormentaal. Omdat het hier gaat om het benaderen van complexe, of ‘wicked’ 


problemen wordt het probleem door middel van ‘design thinking’ aangevlogen. We volgen hierbij de vier fases 


van het ‘Double Diamonds’ model van de Design Council1: discover, define, develop en deliver. Na iedere fase vindt 


er een evaluatiemoment plaats waarin de deelnemers wordt gevraagd een kort evaluatieformulier in te vullen. 


Tegelijkertijd worden de composities van de vormentaal vastgelegd. Achteraf wordt ook gevraagd om design feed-


back door middel van een extra vragenlijst.


1 Rol observator/moderator


Er zijn twee observatoren aanwezig. We observeren en maken aantekeningen (zie verderop).


Omdat het doel is de taal verder te ontwikkelen kan het zijn dat ik of de mede-observator soms vragen bepaalde 


handelingen/keuzes toe te lichten om de discussie tussen de deelnemers te bevorderen. Vragen kunnen zijn: Waarom 


beeld je dit zo uit? Wat betekent dit? Zou je met deze kennis de compositie willen aanpassen? Heeft iemand hier een ander beeld 


bij? Zou jij *specifiek persoon* dit anders uitbeelden?


1 Design Council. (2018). The Design Process: What is the Double Diamond? Retrieved October 28, 2018, from https://www.designcouncil.org.uk/


news-opinion/design-process-what-double-diamond
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2 Deelnemers


De doelgroep is pioniers; ze zijn creatief, strategisch en vinden het leuk om buiten hun comfort zone te werken. De 


groepen worden zorgvuldig samengesteld om ervoor te zorgen dat er zoveel mogelijk uit de observatie gehaald kan 


worden. 


De eerste twee testgroepen bestaan uit studenten of pas afgestudeerden. Voor de student-groepen geldt: het 


zijn masterstudenten en hebben daarmee waarschijnlijk enige ervaring met het aanpakken van een soortgelijke 


opdracht. In iedere groep moet minimaal iemand zitten die ervaring heeft met het oplossen van communicatiep-


roblemen (Science Communication student) en minimaal een persoon die ervaring heeft met het doorlopen van een 


ontwerpproces (Industrieel Ontwerpen / Architectuur student). Een mix is ideaal. 


De groepen bestaan uit 4-6 personen. Er worden 6 mensen gevraagd om een buffer te hebben bij no-shows. De 


groep samenstellingen zijn te zien in tabel 1 en 2.


Workshop #1


1 Graduate student Science Communication & Industrial Design


2 Graduate student Science Communication & Architecture


3 Graduate student Science Communication & Life Science and Technology


4 Graduated in Science Communication & Systems Engineering, Policy Analysis and Management


5 Graduate student Biomedical Design


6 Graduated in Architecture


Workshop #2


1 Graduated in Science Communication & Industrial Design


2 Graduated in Industrial Design, work experience < 1 year


3 Graduated in Industrial Design, work experience ± 1,5 year


4 Graduated in Architecture, work experience < 1 year


5 Bachelor of Engineering: Industrial Management, work experience ± 6 years


6 Master student Life Science and Technology


Tabel 1 Groepssamenstelling workshop #1


Tabel 2 Groepssamenstelling workshop #2
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3 Case


Het onderwerp van de case is jeugdcriminaliteit in Rotterdam. De case is gebaseerd op een bestaand vraagstuk. Zie 


ook de case omschrijving in Appendix C.


De case is een typisch voorbeeld van een complex probleem in een sociale context en bevat kenmerken van een 


‘wicked’ probleem. De deelnemers worden door een ontwerpproces geleid met als doel een strategie te bedenken 


om dit probleem aan te vliegen. De opzet volgt de twee diamanten van de Design Council. Alle vier de fases worden 


doorlopen: discover, define, develop, deliver. Hierbij blijven we op strategisch en tactisch niveau. Het einddoel is een 


abstracte weergave van de strategie met behulp van de vormentaal waarbij nagedacht is over de verschillende 


actoren, tijd en een onderliggend concept.


Hieronder wordt de case toegelicht per fase. In iedere fase krijgen de deelnemers een opdrachtenkaartje met daarop 


de omschrijvingen, de fase, de opdracht en de einddoelen. De opdrachtkaartjes en evaluatieformulieren correspon-


deren met de kleuren in figuur 1.


Figuur 1 Case opzet groepsworkshops
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3.1 Introductie


• Kennismakingsronde: iedereen vertelt kort wie ze zijn, wat ze doen.


• Informatie over opnames en gebruik daarvan.


• Jullie krijgen zo een communicatiebriefing waarin een probleem staat omschreven. Het is de bedoeling dat 


jullie tot een voorstel komen om dit probleem op te lossen.


• Dit doen jullie door middel van design thinking. Jullie lopen de twee diamanten door van de Design Council 


waarin vier stappen zijn omschreven: discover, define, develop en deliver. Jullie lopen alle stappen in een 


versnelling door.  


• Daarbij gebruiken jullie de vormentaal die voor jullie op tafel te zien is.


• Deze vormentaal is ontworpen met als uitgangspunt de principes van architectonische communicatie. Voor nu 


is het niet belangrijk dat jullie weten waar het precies vandaan komt. Als jullie hier interesse in hebben kan ik 


achteraf nog wat vragen beantwoorden. 


• De vormentaal bestaat uit drie type vormen: structurele elementen, platen en referentiepunten. Met de 


structurele elementen en platen kunnen jullie composities maken, vormen combineren tot massa’s of ruimtes. 


Met behulp van de platen kunnen jullie relaties aangeven tussen de verschillende delen van de compositie. De 


referentiepunten geven het werk een bepaalde schaal. 


Spelregels


• Jullie werken als groep gezamenlijk aan hetzelfde probleem.


• De vormentaal MOET in iedere ronde gebruikt worden, neem daar de tijd voor.


• Evaluatieformulier na iedere ronde.


• Als er voor je gevoel informatie ontbreekt mag je hier zelf aannames voor maken.   


3.2 Discover


Tijdens deze fase analyseren de deelnemers de beschikbare informatie. Vragen die gesteld kunnen worden zijn: Wie 


zijn de actoren? Wat maakt dit probleem zo complex? Wat weten we uit de theorie?


Opdracht


• Analyseer de gegeven informatie.


• Beeld gezamenlijk de huidige situatie van de case uit met behulp van de vormentaal.


Einddoelen/deliverables


• Gezamenlijk inzicht in de complexiteit van het vraagstuk.


• Verbeelding van de eerste indruk van het vraagstuk met behulp van de vormentaal. 
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3.3 Define


Tijdens deze fase brengen de deelnemers prioriteit aan in de gevonden informatie. Vragen die gesteld kunnen 


worden zijn: Waar zitten de pijnpunten? Wat is het belangrijkst? Waar gaan we ons op focussen? Wat is het probleem?


Opdracht


• Bespreek waar de kritieke punten liggen in de huidige situatie.


• Kom tot een gezamenlijk consensus over het probleem en beeld dit uit met behulp van de vormentaal.


 


Einddoelen/deliverables:


• Probleemdefinitie.


• Verbeelding van deze probleemdefinitie met behulp van de vormentaal. 


3.4 Develop


In deze fase brainstormen de deelnemers over mogelijke oplossingen voor het probleem. Vragen die gesteld kunnen 


worden zijn: Welke verschillende invalshoeken zijn er? Hoe kunnen we het probleem aanvliegen?


Opdracht


• Brainstorm over mogelijke scenario’s/invalshoeken om het probleem aan te pakken.


• Definieer twee verschillende invalshoeken met behulp van de vormentaal.


 


Einddoelen/deliverables


• Verbeelding van twee verschillende invalshoeken met behulp van de vormentaal. 


3.5 Deliver


De deelnemers kiezen een concept of scenario en werken die verder uit tot een communicatiestrategie. We blijven 


hierbij op strategisch-tactisch niveau. Vragen die gesteld kunnen worden zijn: Wat is onze aanpak? Wat zijn de belangri-


jkste actoren? Wat is de relatie tussen deze actoren en de strategie? Wat zijn mogelijke interventiemomenten? Hoe ziet de tijdlijn 


eruit?


Opdracht


• Maak een communicatiestrategie inclusief mogelijke interventies, communicatiedoel, actoren, kernboodschap 


en globale tijdlijn met behulp van de vormentaal. 
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Ronde Tijd 
(m)


Opdracht Einddoel


Inloop 5


Introductie 10


Lezen 10 • Lees de case omschrijving en scan 
de bijlages.


Discover 30 • Analyseer de gegeven informatie.


• Beeld gezamenlijk de huidige 
situatie van de case uit met behulp 
van de vormentaal.


• Gezamenlijk inzicht in de 
complexiteit van het vraagstuk.


• Verbeelding van de eerste indruk 
van het vraagstuk met behulp van 
de vormentaal.


Evaluatieronde 1 5


Pauze 10


Define 30 • Bespreek waar de kritieke punten 
liggen in de huidige situatie.


• Kom tot een gezamenlijk consensus 
over het probleem en beeld dit uit 
met behulp van de vormentaal.


• Probleemdefinitie.


• Verbeelding van deze 
probleemdefinitie met behulp van de 
vormentaal.


Evaluatieronde 2 5


Develop 30 • Brainstorm over mogelijke 
scenario’s/invalshoeken om het 
probleem aan te pakken.


• Definieer twee verschillende 
invalshoeken met behulp van de 
vormentaal.


• Verbeelding van twee verschillende 
invalshoeken met behulp van de 
vormentaal.


Evaluatieronde 3 5


Pauze 10


Deliver 30 • Maak een communicatiestrategie 
inclusief mogelijke interventies, 
communicatiedoel, actoren, 
kernboodschap en globale tijdlijn 
met behulp van de vormentaal.


• Communicatiestrategie, verbeeld 
met behulp van de vormentaal, 
inclusief mogelijke interventies, 
communicatiedoel, actoren, 
kernboodschap en globale tijdlijn.


Evaluatieronde 4 + 
eindevaluatie


10


Afsluiting 20


Tabel 3 Case opzet groepsworkshops
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Einddoelen/deliverables


• Communicatiestrategie verbeeld met behulp van de vormentaal, inclusief mogelijke interventies, communi-


catiedoel, actoren, kernboodschap en globale tijdlijn. 


4 Draaiboek 


Zie tabel 3.


5 Evaluatie


Tijdens de workshops wordt op drie punten getoetst: (1) Hoe wordt de taal gebruikt, (2) Waaraan draagt het gebruik 


van de taal bij en (3) Design feedback voor verdere ontwikkeling van de taal. 


Het eerste onderdeel wordt getest met behulp van de eerste vraag op de vragenlijst en observatie. Vraag twee wordt 


beantwoord met behulp van de vragenlijst na iedere ronde en design feedback wordt gegeven d.m.v. de vragenlijst 


achteraf.


Observatie


• Op welke manieren wordt de vormentaal gebruikt? 


• Wat zijn de waarden die ze toekennen aan de vormen? En op wat voor manier doen ze dit? (Bijvoorbeeld deze 


vorm betekent “school” en dat blijft wel/niet zo gedurende het traject).


• Komen de deelnemers vormen te kort?


• Waar ondersteunt de vormentaal de discussie? En hoe ontwikkelt deze discussie met behulp van de 


vormentaal?


Evaluatieformulier


Na iedere ronde vindt een evaluatiemoment plaats. De vragenlijst omvat twee onderwerpen die toetsen aan onder-


deel 1 en 2 hierboven beschreven: (1) Met welk doel wordt de vormentaal gebruikt door de deelnemers? En (2) Draagt 


de vormentaal bij aan de gestelde statements namelijk:


De vormentaal draagt bij aan de onderlinge communicatie tijdens het oplossen van een ‘wicked’ probleem door middel van een 


ontwerpproces omdat het:


• De complexiteit van het communicatieprobleem inzichtelijk kan maken.


• De onderlinge relaties tussen de verschillende actoren of andere aspecten van het communicatieprobleem of van de 


deelnemers duidelijk kan maken.
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• Bijdraagt aan het tastbaar maken van abstracte ideeën.


• Bijdraagt aan het inzichtelijk maken van veranderingen en onzekerheden in de strategie.


• De discussie tijdens het ontwerpproces ondersteunt.


 


Het evaluatieformulier bestaat dus uit drie delen. Deel A wordt na iedere ronde ingevuld, deel B en C alleen na de 


laatste ronde. Zie ook Appendix D - Evaluatieformulieren.


6 Opnames en aantekeningen


• Camera SEC + iPhone voor geluidsopname.


• Foto’s van de vormentaal “eindproducten” na iedere ronde. Ten minste topview en vogelvlucht van twee 


kanten.


• Belangrijke waarnemingen steno opschrijven met tijdsmarkering erbij.  


7 Privacy


De deelnemers wordt van tevoren verteld dat er video- en geluidsopnames worden gemaakt. Deze opnames hebben 


als doel de discussies terug te kijken en te observeren. Ze worden alleen gebruikt voor mijn afstudeeronderzoek ter 


naslagwerk en communicatiemiddel tussen mij en mijn begeleiders (Maarten, Caroline, Peter).


Achteraf worden de observaties samengevat per workshop. Dit gebeurt per fase.


8 Benodigdheden


• Post-its


• Pennen/stiften


• Klok/timer


• Vormentaal


• Casebriefing geprint 8x


• Case opzet geprint 2x


• Evaluatieformulieren geprint op verschillende kleuren per ronde (8x per ronde)


• Aantekeningenformulier geprint 8x


• Fototoestel (opgeladen)


• Verlengsnoer


• Water


• Koffie/thee


• Snacks
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Samenvatting


Aantal workshops 4


Aantal deelnemers 1


Tijdsduur 1 uur


Doel Inzicht krijgen in het gebruik van de vormentaal door SC-professionals; inzicht krijgen 
in het gebruik en mogelijke toepassingen van de vormentaal in het dagelijks werk van de 
SC-professionals; inzicht krijgen in de nodige hoeveelheid “spelregels” voor gebruik taal.


Uit de workshops met de masterstudenten zijn twee belangrijke conclusies gekomen die verder worden onderzocht in 


de workshops met science communication professionals:


1. De taal lijkt van meeste waarde te zijn in de ontwerpstap van fase 2, define, naar fase 3, develop.


2. Het lijkt erop dat, om alle dimensies van de taal optimaal te benutten, iets meer uitleg nodig is over het 


mogelijke gebruik van de vormentaal.


 


Daarom wordt de taal verder getest met behulp van communicatieprofessionals op deze twee punten. Omdat het niet 


mogelijk was om alle deelnemers uit deze groep op hetzelfde moment te verzamelen, wordt los van elkaar met de 


deelnemers afgesproken.


Tijdens deze workshops wordt een verkorte versie van de case gedaan; gefocust op de overgang van fase 2 naar fase 


3. Achteraf krijgen de deelnemers een evaluatieformulier over het gebruik van de taal. Vervolgens worden mondeling 


nog enige vragen gesteld over de mogelijkheden die ze zien voor het gebruik van de taal in hun eigen werk. 


Table of contents


1 Rol observator/moderator ..............................................13


2 Deelnemers ..................................................................13


3 Case opzet ................................................................... 14


4 Draaiboek ....................................................................15


5 Evaluatie ......................................................................15


6 Opnames en aantekeningen ......................................... 16


7 Privacy ....................................................................... 16


8 Benodigdheden ............................................................ 16
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1 Rol observator/moderator


Omdat de interviews een op een worden gehouden is er slechts één observator/moderator aanwezig. De rol van 


de moderator is iets anders dan tijdens de groepsworkshops omdat er geen groep aanwezig is voor discussie. Ook 


wordt verwacht dat sommige professionals meer moeite hebben met het gebruiken van de taal. Daarom kan er extra 


informatie gegeven worden over het gebruik van de taal.


Vragen die gesteld kunnen worden zijn: Waarom beeld je dit zo uit? Wat betekent dit? Zou je met deze kennis de compositie 


willen aanpassen? Kan je vertellen wat deze compositie betekent? Welke extra informatie zou je willen hebben op dit moment?


2 Deelnemers


De deelnemers zijn Science Communication professionals. Ze werken dagelijks in het vakgebied. Verwacht wordt dat 


de geselecteerde deelnemers open staan voor het gebruik van de taal.


3 Case opzet


De case is een verkorte versie van de case van de groepsworkshop. Het onderwerp van de case is jeugdcriminaliteit 


in Rotterdam. De case is gebaseerd op een bestaande case van Michel Kok. Zie case omschrijving.


Figuur 1 Case opzet science communication professionals
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De case is een typisch voorbeeld van een complex probleem in een sociale context en bevat kenmerken van een 


‘wicked’ probleem. De deelnemers worden door een ontwerpproces geleid met als doel een strategie te bedenken 


om dit probleem aan te vliegen. De opzet volgt de twee diamanten van de Design Council, maar beperkt zich tot de 


overgang van fase 2, define, naar fase 3, develop. Hierbij blijven we op strategisch en tactisch niveau.


3.1 Introductie


• Introductie van de researcher.


• Informatie over opnames en gebruik daarvan.


• Jullie krijgen zo een communicatiebriefing waarin een probleem staat omschreven. Het is de bedoeling dat 


jullie tot een voorstel komen om dit probleem op te lossen.


• Dit doen jullie door middel van design thinking. We focussen hierbij op de tweede en derde fase van het 


ontwerpproces en lopen deze in sneltreinvaart door.   


• Daarbij gebruiken jullie de vormentaal die voor jullie op tafel te zien is.


• Deze vormentaal is ontworpen met als uitgangspunt de principes van architectonische communicatie. Voor nu 


is het niet belangrijk dat jullie weten waar het precies vandaan komt. Als jullie hier interesse in hebben kan ik 


achteraf nog wat vragen beantwoorden. 


• De vormentaal bestaat uit drie type vormen: structurele elementen, platen en referentiepunten. Met de 


structurele elementen en platen kunnen jullie composities maken, vormen combineren tot massa’s of ruimtes. 


Met behulp van de platen kunnen jullie relaties aangeven tussen de verschillende delen van de compositie. De 


referentiepunten geven het werk een bepaalde schaal. 


• Na afloop van iedere fase zal ik vragen om een evaluatieformulier in te vullen over het gebruik van de vor-


mentaal. Helemaal aan het einde heb ik nog een paar vragen over de toepassing van de taal in je eigen werk en 


over de gewenste informatie.  


3.2 Define


Tijdens deze fase definiëren de deelnemers het probleem met behulp van de vormentaal. Vragen die gesteld kunnen 


worden zijn: Wat is de huidige situatie? Waar ligt het probleem? Waar gaan we ons op focussen?


Opdracht


• Beeld het probleem uit door middel van de vormentaal.


3.3 Develop


In deze fase denken de deelnemers na over mogelijke oplossingen voor het probleem. Vragen die gesteld kunnen 


worden zijn: Welke verschillende invalshoeken zijn er? Hoe kunnen we het probleem aanvliegen?
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Opdracht


• Denk na over mogelijke oplossingsscenario’s met behulp van de vormentaal.


• Kies een gewenst scenario en beeld deze uit met behulp van de vormentaal. 


4 Draaiboek


Zie tabel 1.


5 Evaluatie


Tijdens de workshop wordt er op drie zaken getoetst: (1) Hoe gebruiken de SC-professionals de taal? (2) Waaraan 


draagt het gebruik van de taal bij? (3) Hoeveel extra informatie hebben ze nodig om alle dimensies ervan te 


gebruiken? 


De eerste twee vragen worden getoetst d.m.v. het evaluatieformulier na iedere ronde. Het derde punt wordt getoetst 


door nauwkeurig bij te houden welke extra informatie de deelnemers nodig hebben voor het gebruik van de taal.  


Achteraf worden nog wat extra vragen gesteld (in plaats van het eindevaluatie formulier). De evaluatieformulieren 


zijn te vinden in Appendix D


Ronde Tijd 
(m)


Opdracht


Inloop 5


Introductie 10


Lezen 5 • Lees de case omschrijving


Define 10 • Beeld het probleem uit door middel van de vormentaal.


Evaluatieronde 1 5


Develop 10 • Denk na over mogelijke oplossingsscenario’s met behulp van de vormentaal.


• Kies een gewenst scenario en beeld deze uit met behulp van de vormentaal.


Evaluatieronde 2 + 
eindevaluatie


15


Tabel 1 Case opzet groepsworkshops
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Observatie


• Op welke manieren wordt de vormentaal gebruikt? 


• Wat zijn de waarden die ze toekennen aan de vormen? En op wat voor manier doen ze dit? (Bijvoorbeeld deze 


vorm betekent “school” en dat blijft wel/niet zo gedurende het traject).


• Welke informatie is nodig voor het optimaal gebruik van de vormentaal? 


6 Opnames en aantekeningen


• Camera SEC + iPhone voor geluidsopname.


• Foto’s van de vormentaal “eindproducten” na iedere ronde. Ten minste topview en vogelvlucht.


• Belangrijke waarnemingen steno opschrijven met tijdsmarkering erbij. 


7 Privacy


De deelnemers wordt van tevoren verteld dat er video- en geluidsopnames worden gemaakt. Deze opnames hebben 


als doel de discussies terug te kijken en te observeren. Ze worden alleen gebruikt voor mijn afstudeeronderzoek ter 


naslagwerk en communicatiemiddel tussen mij en mijn begeleiders (Maarten, Caroline, Peter).


Achteraf worden de observaties samengevat per workshop. Dit gebeurt per fase. 


8 Benodigdheden


• Post-its


• Pennen/stiften


• Klok/timer


• Vormentaal


• Casebriefing geprint 1x


• Case opzet geprint 1x


• Evaluatieformulieren geprint op verschillende kleuren per ronde (2x per ronde)


• Aantekeningenformulier geprint 8x


• Fototoestel (opgeladen)


• Water


• Bedankje
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Communicatiebriefing				
Criminaliteit	onder	jongeren	in	de	gemeente	Rotterdam	


Datum	 19-10-2018	


Opdrachtgevers	 Politie	Rotterdam,	gemeente	Rotterdam	


Tijdsbestek	 3.5	uur	


	Aanleiding	


Het	beleidskader	Jeugd	2015	-	2020	‘Rotterdam	Groeit’	laat	de	ambities	van	de	gemeente	Rotterdam	zien	op	


het	gebied	van	jongeren	in	de	stad	tot	2020.	Hoewel	de	gemeente	een	positieve	stijging	waarneemt	op	het	


gebied	van	veiligheid	in	de	stad,	blijft	de	politie	Rotterdam	de	criminaliteit,	met	name	onder	jongeren,	nog	


steeds	als	een	groot	probleem	zien.		


Afgelopen	jaren	is	voornamelijk	gewerkt	aan	de	onderliggende	factoren	die	bijdragen	aan	veiligheid	van	


jongeren	(“de	kraan	dichtdraaien”).	De	gemeente	wil	tegelijkertijd	ook	werken	aan	een	directere	aanpak	om	


criminaliteit	onder	jongeren	terug	te	dringen.	In	samenwerking	met	de	politie	wil	de	gemeente	een	extra	


impuls	geven	aan	het	beleidskader	om	jeugdoverlast	en	–criminaliteit	voor	2020	nog	een	flinke	daling	te	zien	


maken.		


Charlois	


Stadsdeel	Charlois	is	tot	op	heden	nog	steeds	de	minst	veilige	wijk	in	Rotterdam.	Met	name	in	de	wijken	


Zuidrand	en	Zuidplein,	Carnisse,	Tarwewijk	en	Zuiderpark	is	de	veiligheid	een	zorg	voor	de	gemeente	en	


politie.	Op	www.wijkprofiel.rotterdam.nl	is	veel	informatie	te	vinden	over	deze	wijken	en	de	zorgen	wat	


betreft	veiligheid.	Opvallend	is	dat	voor	heel	Charlois	geldt	dat	de	subjectieve	veiligheidsindex	lager	is	dan	de	


objectief	gemeten	index.	


De	gemeente	wil	zich	focussen	op	deze	wijken,	omdat	het	verschil	in	veiligheid	met	de	rest	van	Rotterdam	hier	


het	grootst	is.		


Doelgroep	


De	focus	ligt	op	jongeren	in	Charlois	die	nu	nog	niet	op	het	verkeerde	pad	zijn,	maar	door	hun	leefomgeving	


erg	kwetsbaar	zijn	en	daardoor	makkelijk	met	criminaliteit	in	aanmerking	komen.	Het	gaat	om:	
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1. Primair	Jongens	van	10-12	(bovenbouw	basisschool)		


2. Secundair	Jongens	12-14	(onderbouw	middelbare	school)	


3. Tertiair	Moeders	en	oudere	broers	(16+)	


Jongeren	worden	vaak	via	(vecht)sportscholen,	de	hiphop/rap-scene,	voetbalclubs	of	op	straat	geworven	voor	


criminele	activiteiten.	Het	begint	vaak	met	kleine	delicten	zoals	zakkenrollen	en	op	wacht	staan.	Via	deze	weg	


is	de	stap	naar	zwaardere	criminele	activiteiten	zoals	beroving,	afpersing	en	zelfs	liquidaties	maar	klein.	


Eenmaal	begonnen	blijkt	het	moeilijk	deze	jongeren	weer	van	het	criminele	pad	af	te	krijgen.	Bijkomend	


probleem	is	dat	de	politie	onvoldoende	zicht	heeft	op	deze	criminele	jongeren.	Ze	komen	vaak	pas	in	beeld	als	


het	te	laat	is;	als	ze	worden	aangehouden	voor	het	plegen	van	een	liquidatie,	of	als	ze	zelf	slachtoffer	hiervan	


zijn.		


Opdrachtomschrijving	


Bedenk	een	communicatiestrategie	om	deze	kwetsbare	jongeren	te	bereiken	en	ze	op	het	goede	pad	te	


houden.	De	gemeente	wil	snel	(voor	2020)	al	de	eerste	resultaten	kunnen	zien,	maar	de	strategie	moet	ook	op	


langere	termijn	haar	vruchten	af	blijven	werpen.		


Naslagwerk	


Wiering,	D.	(2015),	Rotterdam	Groeit,	beleidskader	jeugd	2015-2020,	Retrieved	from	Gemeente	Rotterdam	via	


https://www.rotterdam.nl/wonen-leven/jeugd/			


Mieloo,	C.L.,	de	Haan,	C.L.,	Jansen,	W.,	Stoorvoel,	H.D.,	Wiering,	D.S.	(2017),	Staat	van	de	Jeugd,	een	overzicht	
van	cijfers	over	de	staat	van	de	jeugd	in	Rotterdam,	Retrieved	from	Gemeente	Rotterdam	via	
https://www.rotterdam.nl/werken-leren/staat-van-de-jeugd/	
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Figure	1	Hoefijzer	Charlois	(bron:	www.wijkprofiel.nl)	


Carnisse	


Tarwewijk	 Zuidplein	
	


Zuiderpark	en	Zuidrand	
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Bijlages	


1.1 Doelgroep	inzichten	politie	


De	politie	heeft	wat	inzichten	en	ervaringen	voor	ons	op	papier	gezet:	


“Jongeren	groeien,	zonder	controle,	op	straat	op.	Daar	heerst	een	cultuur	die	sterk	gedomineerd	wordt	door	


trots	en	eer.	Jongens	worden	gedreven	door	geld	en	status.	Voor	de	politie	heeft	deze	jonge	doelgroep	nog	wel	


een	beetje	ontzag/nieuwsgierigheid.	Maar	de	politie-boodschap	“misdaad	loont	niet”	gaat	voor	deze	jongens	


niet	op.	Ze	worden	dagelijks	geconfronteerd	met	“rolmodellen”	(Badr	Hari,	rapper	Boef,	Ali	B.).	De	


perspectieven	zijn	klein,	een	criminele	carrière	lonkt.	Op	het	rechte	pad	blijven	is	moeilijk,	maar	niet	(totaal)	


onmogelijk:	moeders,	en	in	mindere	mate	oudere	broertjes	(en	in	nog	mindere	mate	vaders)	hebben	nog	wel	


enige	invloed.	Al	loop	je	als	beginnende	crimineel	ook	een	groot	risico	“uit	het	nest	te	worden	gegooid”.			


Vroeg	of	laat	ontstaat	bij	de	meesten	de	behoefte	aan	een	rustig	leven	met	een	gezin.	Beginnende	


drugscriminelen	hebben	vaak	geen	idee	van	de	wereld	waar	ze	in	terecht	komen.	Gevorderde	criminelen	


wantrouwen	of	minachten	de	politie,	maar	contact	met	de	politie	of	een	aanhouding/veroordeling	werkt	


statusverhogend.	Criminelen	en	gedetineerden	taggen	en	liken	elkaar	op	social	media	na	een	“optreden”	in	


Opsporing	Verzocht,	of	-	stoerder	nog	-	een	aanhouding	door	het	Arrestatieteam.”	


1.2 Samenvatting:	inzet	van	ervaringsdeskundigen	in	criminaliteitspreventie:	een	verkennend	onderzoek	naar	de	


mogelijkheden	


Titel	 Inzet	van	ervaringsdeskundigen	in	criminaliteitspreventie:	Een	verkennend	onderzoek	naar	


de	mogelijkheden	


Auteurs	 Van	Kampen,	T.,	Rooij,	R.,	Rovers,	B.	(2010)	


Publicatiejaar	 2010	


Het	belang	van	de	inzet	van	ervaringsdeskundigen	in	criminaliteitspreventie	lijkt	evident.	Er	zijn	in	Nederland	


vele	risicojongeren	en	delinquenten	die	samen	veel	overlast	genereren	voor	de	samenleving.	Een	deel	van	


deze	groep	'groeit'	op	enig	moment	uit	dit	gedrag.	Zij	kennen	als	geen	ander	de	verleidingen	en	de	wetten	'van	


de	straat'.	Hun	ervaringsdeskundigheid	biedt	mogelijkheden	om	delinquenten	te	bereiken	die	anders	niet	(op	


dezelfde	wijze)	bereikt	kunnen	worden.	Tegelijkertijd	kan	de	inzet	van	ex-risicojongeren	of	ex-delinquenten	


een	bijdrage	leveren	aan	hun	eigen	(re-)integratieproces.	Aldus	kan	een	tweezijdig	preventiemechanisme	in	


werking	treden	dat	zowel	de	delinquenten	als	de	ervaringsdeskundigen	zelf	in	positieve	zin	beïnvloedt.	In	
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diverse	sectoren	wordt	al	gebruik	gemaakt	van	de	inzet	van	ervaringsdeskundigheid.	De	algemene	vraag	in	dit	


onderzoek	is	welke	mogelijkheden	er	zoal	zijn	om	ervaringsdeskundigen	in	te	zetten	voor	


criminaliteitspreventie.	Dit	wordt	toegespitst	op	de	inzet	van	ervaringsdeskundigen	bij	het	terugdringen	van	


probleemgedrag	van	risicojongeren	en	jeugddelinquenten.		


Het	onderzoek	beoogt	in	eerste	instantie	de	inzet	van	ervaringsdeskundigen	conceptueel	te	verhelderen.	


Daarnaast	is	nagegaan	op	welke	wijze	en	in	welke	rollen	ervaringsdeskundigen	zoal	worden	ingezet.	Ook	is	


nagegaan	waarin	hun	toegevoegde	waarde	kan	liggen	en	welke	risico's	verbonden	zijn	aan	de	inzet	van	


ervaringsdeskundigen.	


In	deze	verkenning	hebben	we	een	ervaringsdeskundige	gedefinieerd	als	iemand	die	ervaringskennis	heeft	


opgedaan	in	zijn	functioneren	als	risicojongere,	in	staat	is	op	deze	ervaring	te	reflecteren	en	in	staat	is	deze	


kennis	in	te	zetten	om	crimineel	gedrag	bij	risicojongeren	te	voorkomen	of	hen	te	ondersteunen	in	het	


stoppen	met	crimineel	gedrag.	De	ervaringskennis	van	een	ervaringsdeskundige	omvat:		


- Kennis	van	het	eigen	gedrag	en	handelen	in	relatie	tot	criminaliteit	en	overlast;	 	


- Kennis	van	justitie,	dienstverleners,	hulpverleners	en	ondersteunende	systemen;	 	


- Kennis	van	maatschappelijke	reacties	op	crimineel	of	overlastgevend	gedrag;	 	


- Kennis	van	hoe	je	mensen	met	gelijksoortige	ervaringen	of	in	gelijksoortige	situaties	kunt	


steunen.	


Ervaringsdeskundigen	kunnen	in	6	verschillende	functies	en	rollen	worden	ingezet.	De	functies	die	


ervaringsdeskundigen	kunnen	hebben	in	criminaliteitspreventie	zijn:	 	


- Voorlichter	 	


- Toeleider/	brugfunctie	 	


- Adviseur/	onderzoeker	 	


- Mentor/	coach/	supporter	 	


- Professionele	hulpverlener	 	


- Beveiliger 	


Overigens	blijkt	de	concrete	inzet	van	ervaringsdeskundigen	in	criminaliteitspreventie	nog	slechts	op	zeer	


sporadische	basis	plaats	te	vinden.	 	


De	toegevoegde	waarde	die	ervaringsdeskundigen	kunnen	hebben	is	gelegen	in:		


- De	ervaringsdeskundige	die	contact	maakt	op	basis	van	de	gedeelde	ervaring	en	daardoor	als	


laagdrempeliger	en	geloofwaardiger	ervaren	wordt	door	risicojongeren,	wat	maakt	dat	zij	


gemakkelijker	in	gesprek	gaan	met	ervaringsdeskundigen;	 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- De	ervaringsdeskundige	die	als	positief	rolmodel	kan	fungeren	voor	risicojongeren,	wat	


risicojongeren	hoop	en	vertrouwen	geeft	dat	het	ook	voor	hen	mogelijk	is	om	te	stoppen	met	


criminaliteit;	 	


- In	de	empowerment	van	de	ervaringsdeskundige	die	door	als	ervaringsdeskundige	op	te	treden	


krachtiger	wordt	in	zijn	eigen	proces	van	stoppen	met	criminaliteit;	 	


- De	versterking	van	de	professional	of	professionele	organisatie	die	via	ervaringsdeskundigen	een	


werkrelatie	aan	kan	gaan	met	de	risicojongere	en	kan	leren	van	de	ervaringskennis	van	de	


ervaringsdeskundige.	 	


Risico’s	met	betrekking	tot	de	inzet	van	ervaringsdeskundigen	hebben	we	ook	gevonden:	 	


- Ervaringsdeskundigen	die	steeds	weer	geconfronteerd	worden	met	hun	verleden	en	de	


verlokkingen	van	de	criminaliteit,	lopen	het	risico	om	terug	te	vallen	en	daar	anderen	in	mee	te	


slepen;	 	


- Ervaringsdeskundigen	die	de	neiging	hebben	hun	verhaal	„groter‟	en	„spannender‟	te	maken	


kunnen	een	negatieve	aantrekkingskracht	op	risicojongeren	uitoefenen;	 	


- Ervaringsdeskundigen	kunnen	ongewild	het	idee	overdragen	dat	stoppen	met	criminaliteit	


gemakkelijk	is,	waardoor	risicojongeren	juist	gefrustreerd	worden	in	hun	proces	van	stoppen	met	


criminaliteit;	 	


- Een	ervaringsdeskundige	die	de	brug	naar	de	professional	of	diens	organisatie	probeert	te	slaan	


is	niet	meer	geloofwaardig	voor	de	doelgroep	als	de	professional	de	verwachtingen	niet	


waarmaakt;	 	


- Ervaringsdeskundigen	die	de	neiging	hebben	om	door	te	slaan	in	hun	ambitie	om	anderen	te	


helpen,	zichzelf	overvragen	en	daardoor	terugvallen	in	oud	gedrag.	 	


1.3 Samenvatting:	Hoe	lang	kun	je	schijt	hebben?	


Titel	 Hoe	lang	kun	je	schijt	hebben?	Dertien	desisters	uit	criminele	jeugdgroepen	aan	het	woord		


Auteurs	 Hoogeveem,	C.E.,	van	Burik,	A.E.,	de	Jong,	B.J.,	Klooster,	E.M.	


Publicatiejaar	 2016	


Hoe	raken	jongeren	verzeild	in	een	criminele	jeugdgroep	en	waardoor	stopt	een	deel	op	een	gegeven	moment	


met	delicten	plegen?	Deze	vragen	probeerden	de	onderzoekers	te	beantwoorden	aan	de	hand	van	diepte-


interviews	met	zogeheten	‘desisters’,	jongens	die	jarenlang	in	een	criminele	jeugd-groep	opereerden.		







 Appendix C - Case description 31


	


Een	divers	samengestelde	groep	van	13	jongens	en	mannen	was	bereid	deel	te	nemen:	tussen	17	en	30	jaar,	


diverse	etnisch-culturele	achtergronden,	van	‘kruimeldieven’	tot	jongens	die	vuurwapens	gebruikten	om	te	


dreigen	of	zelfs	te	doden.	Ze	zaten	gemiddeld	vijf	jaar	lang	in	een	criminele	jeugd-groep.	Op	basis	van	


uitgebreide	interviews	is	een	analyse	opgebouwd	zo	dicht	mogelijk	op	hun	eigen	verhalen.	Politiesystemen	zijn	


niet	geraadpleegd	in	het	onderzoek,	omdat	hierin	slechts	een	deel	van	de	gepleegde	delicten	te	vinden	is.	Om	


in	te	schatten	of	de	jongens	daadwerkelijk	zijn	gestopt,	is	daarom	afgegaan	op	het	oordeel	van	sleutelfiguren	


die	de	jongens	van	nabij	kennen.		


De	jongeren	hebben	zich	in	het	verleden	met	allerlei	vormen	van	criminaliteit	beziggehouden.	Meer	dan	de	


helft	van	deze	groep	pleegde	ook	geweldsdelicten.	Gemiddeld	maakten	zij	vijf	jaar	lang	actief	deel	uit	van	een	


jeugdgroep	die	veelal	door	de	politie	ook	als	een	‘criminele	jeugdgroep’	werd	gekenmerkt.	Veel	desisters	


vinden	elkaar	in	de	spanning	van	het,	aanvankelijk	vooral	voor	de	lol,	plegen	van	delicten;	bij	de	helft	begint	dit	


al	tijdens	de	basisschool.	Loyaliteit	en	vertrouwen	zijn	heel	belangrijk	in	de	kleine	kring	van	jongens	die	ze	


vertrouwen.	Pas	later	komt	het	geld-	en	drugsmotief	meer	centraal	te	staan	en	veranderen	de	delicten	in	de	


loop	van	de	tijd	in	zwaardere	criminaliteit.	Uit	de	verhalen	van	de	jongeren	komt	naar	voren	dat	van	enige	


organisatie	in	de	groepen	maar	beperkt	sprake	was	en	dat	het	beeld	dat	de	politie	van	de	groep(sgrenzen)	


heeft,	vaak	niet	klopt.		


Over	het	algemeen	is	men	negatief	over	de	ervaren	aanpak	van	politie	en	veiligheidspartners.	Zo	zouden	


bewust	ingezette,	disproportionele	maatregelen	ertoe	hebben	bijgedragen	dat	de	jongens	zich	in	toenemende	


mate	gingen	afzetten	tegen	de	politie.	Een	politiestrategie	om	overlast	en	criminaliteit	te	bestrijden	met	


veelvuldig	staande	houden	en	beboeten,	ontregelen	en	zero	tolerance,	kan	de	groepsband	volgens	de	


geïnterviewde	jongeren	juist	versterken.	Op	de	langere	termijn	draagt	deze	aanpak	op	individueel	niveau	er	


wel	toe	bij	dat	jongens	na	jaren	stoppen.		


De	jongeren	hebben	naar	eigen	zeggen	weinig	gehad	aan	professionals	van	hulpverlenende	of	drang-	en	


dwanginstanties.	Zowel	in	de	jaren	van	hun	criminele	carrière,	maar	ook	tijdens	het	stopproces	en	erna.	Met	


name	de	(jeugd)reclassering	komt	er	slecht	van	af.	Een	deel	van	de	jongeren	vindt	zelfs	dat	ze	eigenlijk	nog	


zwaarder	hadden	moeten	worden	gestraft	voor	echt	effect	op	hun	gedrag.	Oudere	professionals	met	


levenservaring	komen	er	daarentegen	beter	vanaf	in	het	oordeel,	die	lijken	meer	voeling	te	hebben	met	deze	


jongeren.		


Veel	factoren	waren	bij	de	jongeren	belangrijk	bij	het	beëindigen	van	een	criminele	carrière:	het	krijgen	van	


een	vaste	relatie,	de	rol	van	ouders	en	het	gezin	en	de	rol	van	werk(kansen)	en	opleiding,	(cel)straffen	en,	


tenslotte,	met	name	ook	de	vermoeidheid	die	ontstaan	is	door	de	stress	van	het	hectische	leefpatroon.		
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1.4 Samenvatting:	Jonge	criminelen	die	volwassen	worden	


Titel	 Jonge	criminelen	die	volwassen	worden.	Wat	beïnvloedt	hun	gedrag	en	wat	is	de	rol	van	


Justitie?	


Auteurs	 Loeber,	R.	et	al.	


Publicatiejaar	 2015	


Het	is	een	bekende	opvatting	dat	jonge	criminelen	'er	wel	overheen	groeien'	als	ze	ouder	worden	en	erin	


slagen	werk,	woongelegenheid	en	een	partner	te	vinden.	Cijfers	die	de	ontwikkeling	van	jonge	delinquenten	in	


beeld	brengen	ondersteunen	deze	opvatting	voor	een	deel.	Diezelfde	cijfers	laten	echter	ook	zien	dat	sommige	


criminelen	die	met	delinquentie	begonnen	in	de	late	kindertijd	of	adolescentie	tot	ver	in	de	volwassenheid	


delicten	blijven	plegen.	En	het	gebeurt	ook	dat	jongeren	pas	na	de	adolescentie,	op	jongvolwassen	leeftijd,	


een	criminele	carrière	starten.		Voorliggende	publicatie	presenteert	internationale	en	Nederlandse	


onderzoeksgegevens	die	de	ontwikkeling	van	deze	jonge	delinquenten	in	kaart	brengen.	De	


onderzoeksgegevens	hebben	betrekking	op	risicofactoren	zoals	een	gebrekkige	zelfcontrole,	psychische	


stoornissen,	drugsgebruik,	een	vroege	start	van	crimineel	gedrag	en	het	wonen	in	een	achterstandsbuurt.	


Daarnaast	is	er	aandacht	voor	sekseverschillen.	Ook	komen	factoren	aan	bod	die	een	verdere	ontwikkeling	van	


crimineel	gedrag	of	een	toename	in	ernst	van	de	delicten	kunnen	verhinderen.	Juist	met	betrekking	tot	deze	


beschermende	factoren	blijkt	nader	onderzoek	nodig	omdat	de	huidige	studies	zelden	factoren	opleveren	die	


tot	in	de	latere	volwassenheid	‘werkzaam’	zijn.		Een	belangrijk	thema	is	de	vraag	of	een	achttienjarige	wel	in	


alle	opzichten	als	volwassene	kan	worden	beschouwd.	Het	is	immers	bekend	dat	de	rijping	van	de	hersenen	


pas	later,	op	jongvolwassen	leeftijd	voltooid	wordt.	Dit	betekent	dat	planningsvaardigheden	en	het	vermogen	


impulsen	te	beheersen	bij	sommige	jonge	mensen	nog	niet	optimaal	ontwikkeld	zijn.	Dat	kan	de	kans	


vergroten	dat	ze	tot	crimineel	gedrag	overgaan.	Dit	inzicht	heeft	in	Nederland	tot	een	wetswijziging	geleid	die	


het	mogelijk	maakt	om	bij	jongvolwassenen	van	18	tot	23	jaar	het	jeugdstrafrecht	toe	te	passen:	het	


adolescenten	strafrecht.	
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Evaluatieformulier VormenTaal


1. Met welk doel heb je de VormenTaal gebruikt in deze ronde?


Laat weten in hoeverre je het eens bent met de volende stellingen en licht 
je keuze toe:


2. De VormenTaal ondersteunt de onderlinge discussie


Licht toe...


Helemaal oneens Helemaal eens


3. De VormenTaal draagt bij aan het overzichtelijk maken van de complexiteit van het probleem


Licht toe...


Helemaal oneens Helemaal eens


1 Evaluatieformulier deel A
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4. De VormenTaal draagt bij aan het duidelijk maken van verschillende relaties


5. De VormenTaal draagt bij aan het tastbaar maken van abstracte ideeën


6. De VormenTaal draagt bij aan het inzichtelijk maken van veranderingen en onzekerheden


Licht toe...


Helemaal oneens Helemaal eens


Licht toe...


Helemaal oneens Helemaal eens


Licht toe...


Helemaal oneens Helemaal eens
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2 Eindevaluatie groepsworkshops (deel B + C)


Eindevaluatie VormenTaal


1. Discover


2. Define


3. Develop


4. Deliver


Licht toe...


Het volgende deel gaat over het ontwerp van de VormenTaal


2. Tijdens welke fase was de VormenTaal het nuttigst? 


Verdeel 20 punten over de vier fases van het ontwerpproces:


Ja


Nee


1. Was het duidelijk op wat voor manier je de VormenTaal kon gebruiken?


Licht toe...


Ja, namelijk


Nee


3. Kwam je ergens van te kort?
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6. Waar zou je meer/minder variatie in willen zien?


7. Heb je nog laatste opmerkingen of tips? 


Voldoende variatie


Te weinig variatie


Te veel variatie


5. Wat vond je van de beschikbare variatie aan vormen/elementen?


Vo
rm


Afm
etin


gen


Kleur
Te


xt
uur


Tra
nsp


ar
an


tie


Gewich
t


Meer variatie in


Minder variatie in


Ja, namelijk


Nee


4. Miste je bepaalde vormen/elementen?


Bedankt!
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3 Eindevaluatie professionals


Evaluatieformulier VormenTaal


1. Ben je een taaldenker/beelddenker?


2. Was het duidelijk op wat voor manier je de VormTaal kon gebruiken?


3. Welke extra informatie had je graag gewild voor het gebruik van de VormTaal?
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4. Zie je toepassingen voor het gebruik van de VormTaal in je eigen werk?


5. Heb je nog op/aanmerkingen over het ontwerp van de vormentaal? Kwam je dingen te kort? 


Wat vond je van de hoeveelheid variatie? Etc.











Appendix E
Workshop results
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1 Observaties


1.1 Observaties onderzoeker


Tijd Notitie


10:00 Fase 1 - Discover


10:00 Eerste instinct toch post-its pakken. Kleuren zijn categorieën van informatie. 


10:06 Zijn de vragen bij de opdracht misschien te sturend? Bedoeld als voorbeeldvragen maar ze 
worden er letterlijk bij gepakt.


10:11 De tafel staat erg vol.


10:13 Na +/- 13 minuten stelt S voor om de vormentaal te gaan gebruiken. Hij/zij stelt voor om de 
grootte van de verschillende vormen te gebruiken om de invloed van actoren aan te geven.


10:15 K blijft terugvallen naar de post-its terwijl S blijft aanmoedigen om naar de vormentaal te 
stappen. De groep blijft bij de post-its en gaat door met informatie verzamelen/analyseren. 


10:18 Ze maken afspraken over hoe ze de taal kunnen gebruiken. Hoe hoog? Hoe dik? De “muur” 
geeft aan wat de afstand tussen actoren is. “Bal” als in de “bal overspelen” = 
communiceren. etc.


10:19 Ze overleggen veel over wat ze gaan doen, maar doen het nog niet. 


10:20 Start van bouwen. Ze grijpen meteen naar de lineaire elementen en de platen.


Er wordt opgemerkt dat de structuurelementen niet loodrecht met de platen verbonden 
kunnen worden


10:22 Post-its op de referentiepunten om ze een naam te geven. Bolletjes zijn de jongeren “omdat 
die bewegelijk zijn”. Grootte?


Gaas geeft tweezijdige communicatie weer, semi-transparant is eenzijdig (je kan het wel 
zien/horen maar meer niet).


10:26 Afstand komt erbij als variabele. S vraagt om kleine labeltjes om naampjes te geven aan de 
actoren.


M vraagt wat het verschil is tussen de piramides en kubussen. Daar maken ze een afspraak 
over. Er word veel afgesproken/definities besproken van bepaalde vormen.


10:28 V stelt voor om figuurtjes te koppelen aan bereikbaarheid voor de politie. 


10:30 Samenvatting compositie: fort, jongeren binnenin. Type wanden geven bereikbaarheid aan: 
dikke muur is slecht bereikbaar, semi-transparant is one way communicatie, gaas is two 
way communicatie. Afstand = hoeveelheid invloed de actoren hebben op de doelgroep. 
Grootte is de grote van de instantie. 


10:45 Fase 2 - Define


10:50 S stelt voor om een flip-over vel eronder te leggen om lijnen te tekenen voor een “extra 
dimensie”. V wil weer terug naar de post-its om de critical nodes te definiëren. 


11:00 Ze vallen weer terug op de post-its. Vormentaal blijft in het begin van deze fase weer links 
liggen.


Voor volgende keer: double diamond beter toelichten en ophangen. 


11:05 M “als we het probleem in 1 zin moeten formuleren wat is dat dan?” —> spreektaal ipv 
vormentaal. 


11:06 S over de compositie: “we hoeven dit niet zo te laten staan, we kunnen het aanpassen”


11:30 Fase 3 - develop


11:30 Ze beginnen nu meteen vanuit de vormentaal te praten


1
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Ze definiëren met behulp van de compositie meteen twee mogelijke oplossingen: de 
referentiepunten dichtbij zetten of de barrières veranderen.


11:40 Ze gebruiken de vormentaal echt tijdens de discussie. Ze wijzen kanten aan bijvoorbeeld.


Bij het maken van de scenario's laten ze ballen letterlijk rollen naar de andere kant. Eerder 
deden ze dat nog niet echt. 


11:45 De post-its worden nu meer als controle elementen gebruikt. “Hebben we het hier al over 
gehad?”


11:50 E vraagt of ook aan de barrières/grenzen dingen kunnen veranderen. De vormentaal maakt 
meteen inzichtelijk waar je aan kan sleutelen. 


11:55 Bij het definiëren van twee scenario’s ontstaat er verwarring. Er blijven twee mensen maar 
aan de vormentaal zitten. Ook omdat het niet in het midden van de tafel staat.


Samenvatting compositie: twee scenario's in 1 compositie gecombineerd. Enerzijds 
individuele aanpak vanuit de negatieve factoren hoek —> een positief alternatief geven. 
Anderzijds vanuit instanties de barrières afbreken. —> meer zicht op positieve keuzes = 
benadering als groep. 


12:20 Fase 4 - Deliver


12:30 Doel = alternatieven bieden. Kleine positieve blokjes laten groeien. Streetworkers ipv 
wijkagenten. Interventie = persoonlijke gesprekken vanuit mensen die in de zelfde 
belevingswereld zitten. Vertrouwenspersonen. Tactiek “gang” kopiëren” nieuwsgierigheid en 
groepsgevoel. 


Ze gebruiken de post-its weer om aspecten die ze in het begin bedacht hebben te 
reflecteren.


12:35 M vraagt welke stappen ze moeten doen om van de beginsituatie naar de ideale 
eindsituatie te komen?


S begint opnieuw met bouwen en maakt een tijdlijn. E stelt voor om gesloten/open weer te 
geven in de tijdlijn dmv de grenzen. 


12:40 Er worden ook weer grotere platen gepakt. 


12:46 Samenvatting compositie: de compositie beeld een tijdlijn van de communicatiestrategie uit 
in drie stappen. De actoren veranderen van aantal en grootte en de grenzen veranderen. 
Klein beginnen daarna opschalen. Jongeren ook opleiden om later zelf vertrouwenspersoon 
te zijn. 


Tijd Notitie


2
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1.2 Observaties mede-observator


Tijd Notitie


9:52 Iedereen leest individueel, geen overleg tussen de personen. Er wordt niet gefocust op de 
vormentaal/aangeraakt.


9:56 10 minuten was te kort om de briefing te lezen


10:00 Fase 1 - Discover


10:00 Eerste instinct is te gaan schrijven met post-its en daar de kleuren voor verschillende 
thema’s te gebruiken.


10:03 Veel initieel overleg, elkaar aftasten en sensemaking van het probleem. Er is een eerste 
categorisatie: actors, praktijk, theorie (d.m.v. de post-its)


10:08 S zegt dit nog even te overleggen en dat ze daarna doorgaan met uitbeelden. Dit is na een 
vraag over de tijd. Er lijkt al een discussie over mogelijke oplossingen te ontstaan. 


10:11 S stelt weer voor om de vormentaal te gebruiken. De groep begint met ordenen van de 
post-tis. S probeert opnieuw de vormentaal onder de aandacht te brengen. Er wordt terug 
gevallen op de post-its door de groep.


10:13 M vraagt aan de groep wat uitgebeeld moet worden. K zegt dat er misschien meer 
geanalyseerd moet worden en stelt vragen.


10:14 Er worden eerst vragen gesteld over de taal en hoe te gebruiken. Dit wordt in de groep 
geanalyseerd en overlegd. Er wordt aangeraakt. Initiële opties van gebruik worden 
vastgesteld, maar er wordt nog niet gebouwd.


10:16 Er wordt onderscheid gemaakt tussen ruimtes, muren en verbindingen (een taal naar elkaar 
spreken). S start met eerste muren/ruimtes bouwen (na 20 minuten). 


Er mist een koppelstuk voor de dikste platen en de andere platen/hoekstukken. 


10:18 Eerste ruimte is gebouwd. Er vind nieuw overleg plaats over gebruik van de 
referentiepunten. 


10:19 Initieel instinct om post-its te plaatsen. Er wordt voorgesteld de post-it op de vormen te 
plakken. 


10:23 Er wordt gevraagd naar de tijd. E stelt een statement met de vorm —> lijkt tempo te willen 
vergroten.


De reden/betekenis van de verschillende muren wordt gedefinieerd door M en S. Tot nu toe 
hebben alleen E en S gebouwd.


10:24 S vraagt om kleine lepeltjes (?)


10:25 K analyseert een probleem in de opstelling. E reageert en zegt dat er gewoon gekozen moet 
worden. 


10:26 Er blijft discussie over het perspectief. Ze lijken een uniform perspectief te willen schetsen. 
Niet meerdere perspectieven naast elkaar. 


10:27 Anne geeft aan dat er een eindopstelling moet komen. KS en S schieten in actie en 
beginnen met bouwen. M blijft analyseren. 


10:29 Post-its en referentiepunten worden gecombineerd.


10:30 Samenvatting compositie: Het is een fort. V geeft uitleg over de opstelling, heeft echter niet 
gebouwd. V zit ook verder weg van de vormentaal. 


10:45 Fase 2 - Define


10:47 Start met sensemaking. S stelt voor om de compositie aan te passen. Hier wordt niet op 
gereageerd. Anne zegt dat dit een fase van probleemdefinitie is en nog niet de tijd voor 
oplossingen. 
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M neemt de leiding en deelt een voorstel. S stelt voor de compositie op een groot vel te 
leggen om lijnen te trekken (dit wordt niet gedaan)


E pakt terug op de post-its


De groep start met het opschrijven van pijnpunten op de post-its.


10:50 KS heeft een schrijftaak.


10:55 M neemt mer de leiding met V en E. S is rustiger dan in de vorige ronde.


10:59 Er wordt gesproken over afstand, S wijst op de compositie. De rest gaat mondeling door. 


11:00 E vraag top het slim is ivm tijd om met de vormentaal aan de slag te gaan. S verzekert dat 
er voldoende tijd is en de discussie gaat door (zonder de vormentaal).


11:02 Er wordt terug gepakt op de opdrachtomschrijving van de ronde om goed te begrijpen wat 
de bedoeling is. De vormentaal wordt niet enorm gebruikt. 


11:05 Er wordt gestart met uitbeelden in de vormentaal. E schetst een duidelijk beeld in de 
vormentaal. S bouwt. Er wordt meer gesproken over het uitbeelden en minder over definitie. 
Voor mijn gevoel vindt er een verandering in denken plaatst van abstract naar visueel. S is 
de bouwer, de rest observeert.


11:08 Verschillende vormen kunnen hetzelfde representeren (bol, piramide, kubus zijn allemaal 
een slechte invloed). Afstand speelt een rol voor de barrières.


11:09 Er is consensus over de betekenis van de vormen in de compositie. Muren hoeven niet 
meer aan te sluiten. De lineaire elementen worden gebruikt als drempel. 


11:12 S zegt klaar te zijn en dat er consensus is. Dit is 4 minuten voor de tijd. Toch is er nog een 
klein overleg. S was te voorbarig lijkt. 


11:14 Samenvatting compositie: S legt uit. Opvallend is dat de referentiepunten door elkaar 
worden gebruikt, de post-its zijn verdwenen, en grootte en afstand is belangrijk geworden. 


11:30 Fase 3 - develop


11:31 Er wordt vastgesteld dat er twee sets/composities moeten worden gemaakt. Discussie start 
over mogelijke oplossingen met visuele analogen (ze wijzen het letterlijk aan in de 
compositie).


11:32 M schetst twee perspectieven en dit leidt tot consensus.


11:36 S geeft voorbeelden met behulp van de vormentaal. Er wordt niet van plaats gewisseld en 
daardoor een ander perspectief van de compositie te kijken.


11:37 E doet een zeer concreet voorstel voor de compositie maar bouwt het niet.


11:39 S begint te spelen met de taal, de rest praat door. Na 1 minuut mengt S zich weer.


11:42 Post-its en de vormentaal worden door elkaar heen gebruikt of meer post-its zijn een nieuw 
element in de taal. 


11:45 E lijkt zich actiever te mengen en V ook.


11:46 Er wordt gevraagd naar de tijd en samengevat. V neemt meer de leiding.


11:47 S verandert de compositie en bouwt verder. De rest observeert en geeft opmerkingen.


11:50 De vormentaal speelt meer een concrete rol. S gebruikt de taal van de vormentaal meer.


Tijd Notitie
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11:52 Consensus lijkt bereik. K geeft aan het niet te begrijpen. Anne doet een voorstel om beide 
composities los van elkaar te fotograferen. Er barst toch een nieuwe discussie los. V neemt 
de leiding en zegt het ook niet te begrijpen. V vat samen en stelt vragen. E en M reageren. 


11:54 Er start een discussie over de definiëring van de objecten. De discussie is deels abstract, 
deels middels de vormentaal.


11:57 Samenvatting compositie: E legt het fort uit maar niet via de vormentaal. S gebruikt de 
compositie om het uit te leggen. Ze hebben twee scenario’s met elkaar gecombineerd in 1 
compositie. 


12:20 Fase 4 - Deliver


12:20 Er wordt gesproken over hoe de opdracht ingevuld moet worden. Anne geeft nog wat uitleg. 


12:22 Doel is snel gedefinieerd, was op abstract niveau. S speelt een beetje met de vormpjes. K 
stelt voor de post-its weer te gebruiken. Dit wordt gedaan. Discussie loopt een tijdje door.


12:34 S blijft spelen met de taal


12:35 M schetst op abstract niveau. V geeft een oplossing. S begint met bouwen. De rest praat 
door en kijkt. 


12:36 S presenteert een basis voor de tijdlijn. V spreekt daarin mee en wordt ingevuld met de 
vormentaal. 


12:39 De betrokkenheid in het bouwen neemt toe. Meer voorstellen vanuit de groep.


12:42 Er is een consensus voor de strategie. Er wordt gereflecteerd op de opdrachtomschrijving 
en de deliverables.


12:45 Toch nog veel overleg over de precieze invulling.


Tijd Notitie
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2 Evaluaties


2.1 Evaluatie Deel A


Respondent Fase 1 - Discover Fase 2 - Define Fase 3 - Develop Fase 4 - Deliver


1 Met welk doel heb je de vormentaal 
gebruikt in deze ronde?


1 Visualiseren van het probleem in de 
dimensies “bereikbaarheid", 
“invloed”, en “instantie grootte”.


Probleemdefinitie om waardes en 
percepties van de wereld uit te 
beelden.


Uitdrukken van verschillende 
oplossingsperspectieven, vanuit het 
“individu” of vanuit de omgeving, 
met invloed op target “groepen”.


Uitbeelden van 
communicatiestrategie over de tijd.


2 Vormgeven aan de complexiteit van 
het probleem, de diversiteit van de 
actoren en hun mogelijke invloed op 
de doelgroep.


We hebben getracht het probleem 
vorm te geven, waar zit de essentie 
van het probleem en waar de focus.


We hebben geprobeerd om de 
invalshoeken en mogelijke 
oplossingen vorm te geven.


Het ontwikkelen van een 
communicatiestrategie voor het 
gestelde probleem. 


3 Mate van benaderbaarheid van actor 
tot actor. De doelgroep 
(probleemjongeren, gevorderd 
crimineel of beginnend/kwetsbaar) in 
het midden.


Het weergeven van de 
toegankelijkheid van positieve en 
negatieve invloeden/factoren ten 
opzichte van de probleemjongeren.


Groottes van vormen gebruiken om 
mate van beïnvloeding op 
probleemjongeren weer te geven. 
Grootte kan ook een groep 
betekenen en kleine vormen een 
individu. Open en gesloten delen 
geven barrières of niet-barrières aan. 


De vormen zijn gebruikt om een 
tijdlijn weer te geven, waarbij 
verschillende vormen verschillende 
actoren zijn. De tijdlijn vormt in 
chronologische stappen een steeds 
transparantere omgeving voor de 
probleemjongeren.


4 Uitbeelden van het probleem (niet 
alleen de situatie), interpretatie van 
verschillende perspectieven en 
uiteindelijk structureren van het 
probleem.


Probleem schetsen, barrières 
plaatsen, het probleem gereed 
maken voor een oplossing.


Het identificeren van verschillende 
invalshoeken en de verbeelding 
daarvan.


Het maken van een strategie.


5 Om de situatie uit te beelden in mate 
van bereikbaarheid (communicatie), 
grootte van actoren, mate van 
flexibiliteit actoren.


We hebben de taal gebruikt om het 
probleem vorm te geven. Zo zie je 
waarden, positief/negatief en de 
afstand die de jongeren daartoe 
hebben.


We hebben de taal gebruikt om de 
benadering tot de jongeren te 
visualiseren. Op individueel niveau 
en op groepsniveau.


We hebben de taal gebruikt om een 
tijdlijn te maken en de actoren daarin 
uit te beelden in verschillende fases. 


6 Uitbeelden van het probleem. Het probleem visualiseren vanuit het 
perspectief van de jongeren.


Mogelijke invalshoeken visualiseren, 
op die manier kijken of die 
invalshoeken inderdaad de 
mogelijkheden dekken.


Visualiseren van de verschillende 
stadia van de begeleiding.


2 De vormentaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


1 5 - Er werden dingen besproken die 
voorheen niet inzichtelijk waren.


4 - Het bleef af en toe nog te 
abstract voor een echte 
probleemdefinitie. Ik mis de drijver 
voor een concretere en meer 
“gescopedte” probleemdefinities.


4 - Maar het blijft abstract, we waren 
veel langs elkaar heen aan het 
praten.


4 - Tijd is inzichtelijk, actoren zijn 
inzichtelijk en de stappen worden 
inzichtelijk.


2 4 - Het vormgeven van het probleem 
leidt wel tot de nieuwe inzichten, 
maar ook wel veel discussie over het 
gebruik van de taal.


4 - De verschillende mogelijkheden 
voor vormgeving belichten alles wat 
besproken wordt op een andere 
manier. Je moet ineens ruimtelijk 
vormgeven wat het probleem is.


4 - Het kunnen schuiven met vormen 
en de ruimtelijke schikking geeft 
ruimte voor discussie. Zorgt ook wel 
voor miscommunicatie door andere 
interpretaties ten opzichte van 
vormen etc.


2 - In deze sessie niet helemaal, 
iedereen begreep wat er bedoeld 
werd.


3 5 - Door midden van vorm kan een 
schaal worden gegeven aan het 
probleem. In dit verhaal is het 
gebruikt om de mate van 
benaderbaarheid uit te drukken.


4 - Er worden verschillende 
elementen gebruikt om het probleem 
helder te krijgen.


4 - Door vormen een bepaalde 
identiteit te geven kan de onderlinge 
relatie in kaart worden gebracht. Dit 
resulteert in veel geschuif en het 
bedenken van argumenten om de 
situatie helder te krijgen en tot een 
oplossing te komen.


5 - Groottes/verschil in vorm kunnen 
verschillende eigenschappen aan 
actoren of begrenzingen geven. Dit 
verheldert de discussie.


4 4 - Het was lastig opstarten en het 
met elkaar eens worden hoe de taal 
te gebruiken is, maar het heeft wel 
snel tot discussie en inzichten 
geleid.


3 - In deze ronde hebben vooral de 
post-its tot discussie geleid. De 
vormentaal heeft wel geholpen om 
tot een probleem statement te 
komen. 


4 - Ja in deze ronde meer dan in 
andere rondes. De perspectieven 
waren lastig om duidelijk te krijgen 
en dat was te zien aan onze 
verbeelding.


4 - Het ondersteunt vooral de 
discussie over details.


5 4 - Het helpt om uit te beelden en 
overeenstemming te bereiken, maar 
geeft veel keuzevrijheid = meer 
discussie


5 - Het hielp om alle factoren simpel 
en gestructureerd te bundelen. 
Maakt de discussie concreet. 


4 - Het helpt om consensus te 
bereiken door het verhaal te 
koppelen aan werkelijkheid.


5 - De vormentaal geeft de discussie 
vorm door woorden direct te 
koppelen aan beeld.


6 4 - Alle actoren zijn zichtbaar tijdens 
de discussie.


4 - Het schept consensus in het 
kortstondige doel 
(probleemdefinitie).


4 - Het was duidelijk waar we het 
over hadden.


5 - Per fase duidelijk wat we vinden 
dat er moet gebeuren.


Average 4,33 4,00 4,00 4,17


3 De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


1 5 - Niet alles lijkt uitgebeeld te 
kunnen worden in ruimte en dat laat 
zien dat het probleem complex is.


4 - Wederom was het inzichtelijk dat 
niet alles uitgebeeld kan worden met 
de vormentaal, daardoor werd de 
complexiteit van het probleem 
benadrukt.


4 - Het was makkelijk om deze 
setting te bouwen doordat er werd 
aangegeven dat er twee 
perspectieven verwacht werden.


3 - Deze fase ging het makkelijkst en 
complexiteit werd in mindere mate 
uitgedrukt.


2 3 - Het maakt het inzichtelijk, maar 
door de hoeveelheid aan neutrale 
elementen was het labelen van de 
vormen en wat ze representeerden 
in het eindresultaat nodig.


4 - De vele mogelijkheden geven de 
mogelijkheid de complexiteit weer te 
geven.


4 - De hoeveelheid aan 
mogelijkheden m.b.v. taal benadrukt 
de complexiteit. 


2 - Ik denk dat in deze stap de taal 
het probleem misschien complexer 
maakt. Je wilt naar concrete 
oplossingen en zoals nu verbeeld 
blijft het vrij abstract. ook worden 
vromen op gegeven moment op een 
bepaalde manier worden gezien. 
Vormpje = kind bijvoorbeeld. 


3 4 - Er wordt continue geschoven 
met stukken, wat duidelijk maakt dat 
er niet een correcte “vorm” van dit 
probleem is. Maar het maakt het 
probleem soms ook lastiger te 
vatten. 


3 - Er kan overzicht gecreëerd 
worden door verschillende relaties 
tussen factoren ten opzichte van 
elkaar weer te geven. Maar kan het 
probleem ook iets te veel 
versimpelen. 


4 - Soms zijn onderlinge relaties niet 
goed zichtbaar, ruimtelijke beelden 
kunnen hier inzicht in geven.


4 - Soms zijn er andere middelen 
nodig om de factor tijd uit te 
beelden, nu is het in de vorm van 
een stappenplan, terwijl in realiteit 
het veel vloeiender zou gaan.


4 4 - Het heeft laten zien dat het 
probleem van verschillende kanten 
kan worden bekeken. 


4 - De taal heeft geholpen om het 
probleem af te bakenen en te 
simplificeren dus tastbaar te maken, 
dus complexiteit weg genomen.


4 - Uiteindelijk linkt men de 
verschillende onderdelen van de 
invalshoeken aan de verandering 
van de vormen ten opzichte van de 
probleemschets.


3 - vond ik in deze fase lastig. Het 
ging meer over details en die 
hebben we niet allemaal kunnen 
analyseren. 


5 3 - Het helpt in uitbeelden, maar de 
grote variëteit in vorm/grootte maakt 
het ook weer complexer.


5 - Onze vrij simpele opstelling geeft 
probleem snel weer, zo snel dat het 
mogelijkheid tot oplossingen/richting 
geeft. 


4 - Het geeft veel inzicht, maar ook 
erg veel ruimte voor discussie/
interpretatie = complexiteit 
verhogend.


4 -  Het helpt om fases duidelijk en 
simpel af te bakenen, dus minder 
complex te maken.
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6 4 - Door de actoren ruimtelijk te 
ordenen inzichtelijk wie er op welke 
manier betrokken zijn.


4 - Voor de ordening maken we voor 
de volgende fase duidelijk wat we 
proberen op te lossen.


4 - Door het overzicht konden we 
twee invalshoeken kiezen vanuit 
waar we het probleem op kunnen 
lossen. 


3 - Weinig over het probleem 
gesproken deze ronde.


Average 3,83 4,00 4,00 3,17


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


1 4 - Niet helemaal omdat niet alle 
dimensies kunnen worden uitgedrukt 
met betrekking tot relaties. 


5 - De factoren die mee zijn 
genomen konden plaatselijk worden 
uitgedrukt.


4 - Er is gewerkt met afstand en 
groot en klein om relaties en impact 
uit te beelden.


4 - Wederom gaf afstand goed de 
relaties aan.


2 4 - De relaties tussen de actoren 
kunnen worden weergegeven door 
afstand en door het type muur in 
ons eindproduct de taal hielp er wel 
bij hier inzicht in te krijgen.


4 - Door verschil in materiaal en 
maat kunnen verschillende relaties 
worden weergegeven.


4 - Door middel van grootte, afstand 
en materiaal kunnen relaties en 
interacties worden vorm gegeven.


4 - De verschillende vormen, maten 
en materialen maken dit mogelijk. En 
afstanden/ruimte tussen objecten 
ook.


3 4 - Verschillende vormen kunnen 
duiden op verschillende 
eigenschappen van een actor, en 
afstand kan letterlijk afstand tussen 
actoren duidelijk maken. 


4 - De grootte en verschillen in vorm 
kunnen fungeren als verschillende 
relaties die ruimtelijk ten opzichte 
van elkaar geplaatst kunnen worden. 


5 - Afstand en vorm kunnen 
onderlinge connecties helder maken. 


5 - Het duidt de verschillen tussen 
actoren en hun mate van invloed uit 
(grootte).


4 3 - Het helpt om na te denken over 
de relaties maar het is lastig om de 
relaties duidelijk te definiëren. Er zijn 
veel verschillende mogelijkheden/
combinaties en het is lastig te 
onthouden welke combinatie wat 
betekent.


4 - Positieve en negatieve factoren 
staan haaks op elkaar, In deze ronde 
ging het niet zo zeer over relaties 
tussen personen maar tussen 
factoren. 


3 - In het geval van de negatieve 
invloeden aan de glaskant lukt dit. 
Het is lastig om verschillen te maken 
tussen de factoren, indicatoren, 
actoren en instanties. 


4 - De relatie tussen de stappen 
door de tijd heen wordt duidelijk.


5 4 - Het helpt om relaties te 
dimensioneren in grootte, 
transparantie/invloed/
benaderbaarheid. 


4 - Het helpt afstand en invloed/
bereikbaarheid weer te geven. 


4 - Grootte, afstand en 
doordringbaarheid, alleen van 
belang in relaties, worden duidelijk 
zichtbaar.


4 - Het helpt om aan te geven hoe 
relaties werken 1 op 1 versus groep 
= gelijkt etc.


6 3 - Alleen tussen de doelgroep en de 
actors niet tussen de actoren 
onderling.


3 - We hebben vooral positieve en 
negatieve invloeden tegen elkaar 
gezet. Dat is wel simplistisch.


4 - Spanningen tussen goede en 
slechte invloedrijke personen en de 
houding van de jongeren. 


5 - Door ze bij elkaar en 
verschillende groottes te geven zijn 
de relaties visueel zichtbaar. 


Average 3,67 4,00 4,00 4,33


5 De vormentaal draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


1 4 - Hoewel de vormentaal de lading 
niet helemaal dekt, is dit een 
makkelijk beginpunt voor discussie. 
Persoonlijk zou ik meer vormpjes 
willen om dimensies uit te beelden. 


2 - Nog steeds is de 
probleemdefinitie te groot en 
abstract. Het “echte kritische punt” 
is niet aangetoond. 


3 - Ik vind het nog steeds heel 
abstract, maar dit is nog een 
abstracte fase dus niet erg. 


3 - De oplossing is nog steeds erg 
abstract.


2 3 - Aan de ene kant wel, aan de 
andere kant niet. Je moet uiteindelijk 
met betrekking van deze taal het 
idee omzetten naar een abstracte 
vorm. Je moet abstracte ideeën dus 
abstract vormgeven. 


4 - In deze wel, het idee van de 
probleemstelling is enigszins zwart/
wit wat de vormgeving iets 
gemakkelijker maakt. 


3/4 - Wel de vormentaal leidt tot een 
abstracte weergave van de 
oplossing(en). Het is wel lastig 
omdat je lang abstract moet blijven 
en concrete oplossingen moeilijker 
te bereiken zijn. 


4 - Ja maar blijft abstract.


3 3 - Het draagt bij aan een discussie, 
het kan een probleem ruimtelijk 
maken. Maar het kan er ook voor 
zorgen dat men zichzelf begrenst 
door te werken met tastbare 
objecten. 


5 - Door te schuiven met relaties/
factoren (wat je er ook mee wilt 
uitbeelden) komt er een discussie op 
gang die wellicht langer zou duren 
zonder deze objecten. 


5 - Het kan een discussie positief 
beïnvloeden. Men kan duidelijker 
ZIEN wat de ander bedoelt.


5 - Het kan helderheid en openheid 
in de discussie teweeg brengen.


4 4 - Ik heb nu letterlijk een ‘beeld’ in 
mijn hoofd maar het is lastig om de 
complexiteit goed te onthouden. 
Vaak komt er op: “wat was dit ook al 
weer?” Of “kan het niet beter 
anders?”


5 - Ja, zo als eerder gezegd. Het is 
wel lastig om de vormen aan 
concepten van het probleem te 
linken (driehoek, waar staat het  ook 
alweer voor?


5 - Het verbeelden helpt om 
conclusies te onthouden.


2 - In deze fase ging het juist om 
concretere ideeën. 


5 4 - Het helpt om consensus te 
bereiken door woord bij te staan met 
fysieke onontkoombaarheid. Het 
staat vast in ruimte. 


4 - Door de verschillende materialen/
vormen kunnen we veel complexiteit 
weergeven in kleine ruimte.


5 - Vormentaal maakt begrippen als 
afstand opeens fysiek, dat helpt 
enorm in het gesprek. 


5 - De abstractie van een 1 op 1 
gesprek versus persoonlijke groei 
ten opzichte van een groep is groot. 
Toch is het direct zichtbaar in de 
taal.


6 2 - Het maakt de situatie zichtbaar. 4 - En heeft ruimte voor het 
exploreren van nuances.


4 - We hebben het gebruikt om het 
idee: (1) een alternatief invloed te 
illustreren, (2) grotere instanties in 
het leven van de jongeren. 


4 - De ontwikkeling hebben we over 
verschillende stadia kunnen 
uitbeelden.


Average 3,33 4,00 4,25 3,83


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


1 3 - Potentiële veranderingen werden 
uitgebeeld met een balletje, maar 
onzekerheden had ik liever 
uitgedeeld met kleur om de mate 
van onzekerheid aan te geven. De 
“kleur dimensie” lijkt nog te missen.


1 - Er is geen aandacht geschonken 
aan verandering en onzekerheden.


1 - Er is hier geen aandacht aan 
geschonken, behalve dat barrières 
dienen ‘af te nemen” maar dit is niet 
het niveau van verandering 
uitbeelden waar ik veel waarde aan 
hecht. Want het afnemen van 
barrières is altijd het geval bij 
oplossingen bedenken.


1 - Geen onzekerheden zijn 
uitgebeeld, veranderingen zijn 
weergegeven op het tijdspad omdat 
dit werd gevraagd, maar niet per se 
omdat dit wordt gestimuleerd door 
de vormentaal. 


2 3/4 De mogelijke gelaagdheid door 
afwisselende vormen, materialen en 
maten maakt dit wel mogelijk.


2/3 Hoewel de ruimtelijke elementen 
eindeloos verplaatst kunnen worden 
moet je op een bepaald moment wel 
een keuze maken met betrekking tot 
onzekerheden. 


3 - Ik vind dit een moeilijke vraag! In 
deze zin gaf de taal de optie om een 
afnemende barrière stapsgewijs 
vorm te geven. 


4 - In deze sessie hebben we een 
tijdlijn, evaluatie geprobeerd te 
weergeven. Onzekerheden zijn lastig 
omdat je toch net niet genoeg 
middelen hebt om dat weer te geven 
doordat alles op een bepaalde 
manier ook weer gelijk is. 


3 5 - Door veel te schuiven ontstaat 
het inzicht over hoe veranderlijk het 
probleem is. 


3 - Het kan ook in een vormentaal 
worden gegoten waardoor het 
probleem wellicht te veel wordt 
versimpeld. 


5 - Het kan uitleg geven over 
andermans inzichten en maakt de 
discussie meer open. Het is 
makkelijker om te vragen wat 
iemand bedoelt aan de hand van 
deze objecten. 


5 - Het is makkelijk te schuiven en 
brengt een discussie op gang. Door 
middel van ruimtelijke objecten kan 
een idee helderder worden 
gecommuniceerd. 


Respondent Fase 1 - Discover Fase 2 - Define Fase 3 - Develop Fase 4 - Deliver
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4 3 - Ik denk dat er een element 
ontbreekt. Een lint of draad die dit 
duidelijk maakt. Ballen geven er wel 
al een vorm van dynamiek aan. 


3 - De vormentaal helpt om 
aannames te maken niet zo zeer om 
onzekerheden in kaart te brengen. 
Gedurende de discussie worden wel 
onzekerheden aangesproken.


4 - In dit geval was het mogelijk met 
onderdelen te schuiven. Dit heeft 
bijgedragen aan het duidelijk maken 
van veranderingen. 


4 - Veranderingen wel, 
onzekerheden niet. 


5 4 - Het helpt mee omdat vormen 
kunnen bewegen, groeien en 
veranderen. 


3 - In deze ronde zie ik niet direct 
hoe of wat de vormentaal doet voor 
onzekerheden. 


3 - Ja en nee. De vormen zorgen 
voor een concreet beeld, maar uit 
juist voor veel meer onzekerheden. 
Veel mogelijkheden voor 
interpretatie?


4 - Vooral verandering is heel 
duidelijk te zien door verschillende 
groottes en door materiaal/vorm. 


6 3 - Daar hebben we het nog niet 
voor gebruikt.


2 - We hebben het statisch 
weergegeven. 


3 - Over de verschillende sessies zie 
je oplossingsrichtingen vorm krijgen.


5 - Veranderingen over de stadia zijn 
duidelijk. Onzekerheden hebben we 
niet gevisualiseerd. 


Average 3,58 2,42 3,17 3,83


Respondent Fase 1 - Discover Fase 2 - Define Fase 3 - Develop Fase 4 - Deliver


3
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2.2 Samenvatting evaluatie Deel A


De vormentaal ondersteunt de 
onderlinge discussie


Discover Tijdens de eerste fase werd aangegeven dat de taal helpt in het ondersteunen van de 
onderlinge discussie, maar dat het ook tot meer discussie leidde omdat ze nog tot 
consensus moesten komen over het gebruik van de taal en de waarden/definities die ze aan 
de verschillende elementen gaven. Hoewel de deelnemers het allemaal eens waren met deze 
stelling hebben ze niet optimaal gebruik van de taal gemaakt in deze fase. Ze kwamen vrij 
laat op gang met de taal. Daarvoor ondersteunden de post-its meer de discussie.


4,33


Define De deelnemers gaven aan dat hergebruik van de vormentaal hielp met het aanscherpen van 
de probleemdefinitie. De post-its bleven een rol spelen in deze fase als onderdeel van de 
discussie. Een deelnemer gaf aan dat het hielp met het structureren van alle factoren en het 
“concreet maken” van het probleem. Een andere deelnemer echter, gaf aan dat voor hem/
haar de discussie nog te abstract bleef.


4


Develop De deelnemers gaven aan dat het in deze fase (meer dan in andere) positief bijdroeg aan de 
discussie omdat het helder was waar ze het precies over hadden doordat dingen 
aangewezen en verplaatst konden worden.


4


Deliver Bijna iedereen vond het gebruik van de taal hier de discussie ondersteunen omdat het de 
verschillende stappen die nodig waren in de communicatiestrategie goed verbeeldde. Een 
van de deelnemers vond dat tijdens deze fase de taal de discussie niet ondersteunde omdat 
niet iedereen begreep wat er bedoeld werd. 


4,17


De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


Discover Twee deelnemers gaven aan dat de complexiteit inzichtelijk werd gemaakt juist doordat het 
moeilijk was om tot een compositie te komen. Weer twee andere vonden de complexiteit 
inzichtelijk worden door het ruimtelijk ordenen van de actoren en doordat het probleem 
letterlijk “van verschillende kanten kan worden bekeken”. De laagste scores werden gegeven 
omdat de grote variatie aan vormen en groottes van de vormentaal het geheel juist 
complexer maakte en omdat ze het nodig vonden om vormen te labelen.


3,83


Define In de tweede fase geven de deelnemers aan dat de compositie helpt met het tastbaar 
maken van de complexiteit, maar dat het anderzijds ook het probleem (te veel) versimpelt. 
Een deelnemer geeft aan dat de vele mogelijkheden van het gebruik van de taal de 
complexiteit weergeeft.


4


Develop Twee deelnemers geven aan dat het door de taal makkelijk was om invalshoeken te kiezen 
om het probleem aan te vliegen omdat er duidelijk was wat ze precies konden veranderen. 
Een andere deelnemer zegt dat de taal veel inzicht geeft maar dat het ook veel ruimte biedt 
voor discussie/interpretatie wat de complexiteit juist verhoogt. 


4


Deliver De meningen zijn verdeeld. Een deelnemer vond dat het door de taal te abstract bleef en 
had graag richting concretere oplossingen gegaan. Een andere deelnemer vond dat er 
andere (en betere?) middelen zijn om de factor tijd uit te beelden in deze fase (er werd 
gevraagd om een tijdlijn).


3,17


De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


Discover De deelnemers zagen in dat ze verschillende dimensies (afstand, materiaal van de grens) 
konden gebruiken om relaties tussen actoren en de doelgroep aan te geven. Dit 
beoordeelden de meeste als positief. Een deelnemer bleef het lastig vinden om de relaties te 
definiëren en te onthouden welke combinaties wat betekende. 


3,67


Define De deelnemers waren het over het algemeen eens met deze stelling in deze ronde. 
Materiaal, vorm, grootte en afstand worden genoemd als manieren voor het definiëren van 
onderlinge relaties tussen actoren maar ook tussen andere factoren. 


4


Develop Weer waren de deelnemers het over het algemeen eens met deze stelling. Een deelnemer 
geeft aan dat het lastig was om onderscheid te maken tussen factoren, actoren, indicatoren 
en instanties (heeft dit met definitiekwestie van de referentiepunten te maken?). Dezelfde 
deelnemer gaf aan het lastig te vinden om te onthouden wat welke vorm/combinatie 
betekende.


4


Deliver Deelnemers vonden de relatie tussen de actoren, maar ook tussen de stappen van de 
communicatiestrategie helder worden door de taal. 4,33


De vormentaal draagt bij aan het 
tastbaar maken van abstracte ideeën. 


Discover Twee deelnemers geven aan de vormentaal een goed beginpunt van de discussie vormt. Zij 
benadrukken ook dat de vormentaal de lading misschien niet helemaal dekt/ de discussie 
begrenst juist door het tastbaar te maken (minder filosoferen?). Een ander deelnemer blijft 
het moeilijk vinden om de complexiteit te onthouden maar heeft nu wel een letterlijk “beeld” 
in zijn/haar hoofd. Een deelnemer zegt dat het idee niet zozeer tastbaar wordt maar dat het 
abstracte idee abstract wordt vormgegeven met tastbare objecten. 


3,33


Define In deze fase waren de meeste deelnemers overtuigd van deze stelling. Slechts een 
deelnemer was het niet eens met deze stellen. Hij/zij vond dat het te abstract bleef en had 
het graag concreter gezien (dat is een terugkerend antwoord van deze deelnemer, maar in 
deze opdracht was het eigenlijk de bedoeling dat het redelijk abstract bleef).


4


Develop Wederom waren de meeste deelnemers het eens met deze stelling. “Het kan een discussie 
positief beïnvloeden. Men kan duidelijker ZIEN wat een ander bedoeld”. Abstracte begrippen 
worden verlaagd naar een fysieke vorm dat maakt ze bespreekbaar. Twee deelnemers 
hadden liever een stap richting een concrete oplossing gemaakt en vonden dat het door de 
vormentaal te abstract bleef. 


4,25


Deliver Twee deelnemers zijn het oneens met deze stelling omdat ze vonden dat deze fase om meer 
concretere ideeën ging. Een ander vond het ook nog te abstract maar was het wel eens met 
de stelling.


3,83


De vormentaal draagt bij aan het 
inzichtelijk maken van veranderingen 
en onzekerheden.


Discover Dit speelde voor veel deelnemers in deze fase nog niet echt een rol. Sommige zagen wel in 
dat dit kon doordat je de vormen kon verplaatsen en door de variatie aan vormen, maten en 
materialen. 


3,58


1
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2.3 Evaluatieformulier Deel B
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2.4 Evaluatieformulier Deel C
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Fase 1 - Discover Instinctief gebruiken de deelnemers meteen de post-its om de gegeven informatie te analyseren. Ze gebruiken verschillende 
kleuren om de informatie te categoriseren. Ook worden de post-its op tafel gesorteerd om informatie te groeperen. Pas na  +/-15 
minuten wordt voor het eerst voorgesteld om de vormentaal te gebruiken. Voordat ze beginnen met bouwen worden eerst 
afspraken gemaakt over de definitie van de verschillende elementen. De jongeren worden bijvoorbeeld aangegeven met een bol 
omdat ze “bewegelijk zijn” en beïnvloed kunnen worden. In het begin worden de post-its nog met de vormen gecombineerd om ze 
een “naampje” te geven. Omdat het midden van de tafel niet vrij was bij de start wordt er gebouwd voor de neus van één 
deelnemer. Hierdoor is de compositie niet voor iedereen even goed bereikbaar en blijft het bouwen in de handen van één en 
dezelfde deelnemer. 


Eindcompositie “Fort” met binnenin de jongeren (doelgroep). Type wanden geven de bereikbaarheid van de doelgroep aan voor de actoren die 
buiten het fort staan. Dichte grens is slecht bereikbaar, semi- transparante grens is eenzijdige communicatie en het gaas is 
tweezijdige communicatie. Afstand tot de actoren geeft de mate van invloed van de actor op de doelgroep weer. De grootte van de 
actor geeft de grote van de instantie weer. De grootte van de actoren lijkt in sommige gevallen de letterlijke grootte van de instantie 
aan te geven. Dit is echter niet overal het geval. Bij de doelgroepen bijvoorbeeld geeft de grootte de mate aan waarin de doelgroep 
nog te beïnvloed is.


Uit observatie: De vormentaal wordt voornamelijk gebruikt om het eindresultaat van de fase te communiceren. Dimensies die gebruikt worden zijn: 
vorm, afstand, grootte (tot op zekere hoogte) en materiaal.


Uit evaluatie: Uitbeelden/visualiseren en structureren van het probleem in meerdere dimensies (‘bereikbaarheid’ , ‘invloed’, ‘grootte’, 
‘flexibiliteit’). “Vormgeven aan de complexiteit van het probleem, de diversiteit van de actoren en hun mogelijke invloed op de 
doelgroep”


Fase 2 - Define De groep valt eerst weer terug op de post-its; ze schrijven de critical nodes op. De post-its worden vooral gebruikt om mee te 
brainstormen/ ideeën te genereren. Pas later wordt het uitgebeeld in de vormentaal. Dit gebeurt wederom na +/- 15-20 minuten, 
wanneer een van de deelnemers opmerkt dat ze de compositie ook aan kunnen passen. Ze passen de compositie aan en 
verscherpen daarmee het probleem. Probleem en oplossingen lopen een beetje door elkaar heen. In deze fase worden de muren 
bijvoorbeeld al verlaagd (= meer gewenste situatie). Opvallend is dat er minder behoefte is aan het gezamenlijk definiëren van de 
verschillende elementen. Er wordt meer gesproken over de compositie en minder over de waarde/betekenis van lose elementen.


Eindcompositie Muren zijn verlaagd en er is een opening gekomen aan een kant. Actoren zijn minder letterlijk dan is fase 1. De grote blokken zijn 
de negatieve factoren, de kleine blokken buiten het fort representeren de instanties. Deze hebben weinig invloed op de doelgroep 
en zijn dus klein. 


Uit observatie: Er zijn nog steeds veel woorden nodig om het probleem te beschrijven. Intuïtief vallen de deelnemers in het begin van de fase weer 
terug op de post-its maar ze hebben nu puur een brainstorm/ ideeën generatie functie het structureren/ ordenen van de informatie 
gebeurt met behulp van de vormentaal. De compositie en daarmee de probleemdefinitie wordt aangescherpt. De vormentaal heeft 
in de eerste twee fases een soortgelijke rol. Omdat de compositie aangepast kan worden is het duidelijk hoe de probleemdefinitie 
aangescherpt wordt. Opvallend is dat de post-its uit de compositie verdwijnen en de referentiepunten niet enkel meer “actoren” 
zijn maar ook abstractere begrippen kunnen uitbeelden zoals positieve en negatieve invloeden in de omgeving van de jongeren. 


Uit evaluatie: De deelnemers geven aan de VormTaal gebruikt te hebben om de probleemdefinitie uit te beelden. Dimensies die daarbij een rol 
speelde zijn de “barrières” en de afstand.


Fase 3 - Develop Er start onmiddellijk een discussie over mogelijke scenario’s met behulp van de vormentaal. Oplossingen die genoemd worden zijn: 
referentiepunten van positie veranderen, groter/kleiner maken of de grenzen aanpassen. De rol van de post-its verandert van een 
centrale rol in het genereren van ideeën en het ordenen van informatie naar een rol als naslagwerk: “hebben we hier al aan 
gedacht?”. Op het einde ontstaat er toch weer enige verwarring over de betekenis van bepaalde elementen in de compositie en er 
worden weer wat definities afgesproken. Dit komt ook doordat de twee scenario’s in één compositie worden samengevat. Ze 
blijven veel woorden nodig hebben om de compositie toe te lichten, maar doen dit wel met behulp van/ refererend naar de 
vormentaal in plaats van andersom.


Eindcompositie Grenzen zijn aangepast en gedeeltelijk afgebroken richting de instanties. Deze blokken zijn ook gegroeid wat indiceert dat ze meer 
invloed hebben op de doelgroep. Naast de negatieve factoren zijn kleine vormen toegevoegd die ene positief alternatief moeten 
bieden. 


Uit observatie: Er vindt duidelijk een omslagpunt plaats. Er wordt nu meteen vanuit de vormentaal gewerkt. De vormentaal laat direct zien waar ze 
aan kunnen sleutelen. Dimensies die hierbij een rol spelen zijn: grootte (kan zowel de grootte van de groep als de invloed daarvan 
betekenen), open/geslotenheid van de grenzen.


Uit evaluatie: “Mogelijke invalshoeken visualiseren, op die manier kijken of die invalshoeken inderdaad de mogelijkheden dekken” —> dit geeft 
een mate van reflectie weer met behulp van de vormentaal. Wat kunnen we met onze strategie beïnvloeden?


Fase 4 - Deliver Ee essentiële vraag die in deze fase een rol speelt is: “wat moeten we doen om van de begincompositie naar de ideale 
eindcompositie te komen?” De groep start een nieuwe compositie in de vorm van een tijdlijn waarop de verandering van de rol van 
de actoren wordt weergegeven van de huidige situatie naar de ideale eindsituatie. Er komt in deze fase meer participatie in het 
bouwen door de rest van de groep. De compositie staat nog steeds voor de neus van 1 deelnemer waardoor de rest er minder 
goed bij kan. 


Eindcompositie Tijdlijn met drie stappen om de ideale situatie te bereiken. Doelgroep groeit wat weergeeft dat ze meer invloed hebben. 
De grenzen worden steeds transparanter. 


Uit observatie: De vormentaal helpt met het inzichtelijk maken wat er moet veranderen aan de huidige situatie. In deze fase wordt de vormentaal 
op een hele andere manier ingezet. Het geeft verandering door de tijd weer door het gebruik van ritme in de vorm van een tijdlijn. 
Dimensies die een rol spelen zijn: grootte (van de referentiepunten) = mate van belang/invloed, ritme  = tijd, grenzen = omgeving 
voor de doelgroep.


Uit evaluatie: “De vormen zijn gebruikt om een tijdlijn weer te geven, waarbij verschillende vormen verschillende actoren zijn. De tijdlijn vormt in 
chronologische stappen een steeds transparantere omgeving voor de probleemjongeren.”


Workshop #1
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1 Observaties


1.1 Observaties onderzoeker


Tijd Notitie


10:00 Fase 1 - discover


10:00 T vroeg meteen “wat is een communicatiestrategie?”


10:05 Ze pakken meteen de vormentaal ipv de post-its. Ik heb per ongeluk gezegd dat ze op de 
blokjes mogen schrijven. Er worden namen aan de blokjes gegeven. Dit was gisteren een 
van de design feedbacks. Benieuwd hoe het uitpakt in latere fases.


10:06 Ze gebruiken de post-its om zones aan te geven. Waarom bakenen ze het niet af met de 
vormentaal? Ze hebben de groottes nu gebruikt om letterlijk de grootte van de groep aan te 
geven waar het gisteren meer om dreiging/macht ging. 


10:08 Politie wordt groot blokje op aanraden van T om “onderscheid” te maken. L noemt het 
“vager”. Rolmodellen worden ballen omdat ze kunnen rollen.
A: “misschien ook rond omdat het instabiel is?” —> wordt niet echt naar geluisterd.


10:12 Ze blijven bij de referentiepunten, Er wordt voorgesteld om de grote piramide onder te delen 
in levels —> moslow piramide.


10:20 T stelt voor om nog iets te doen met de diagrammen in de case omschrijving (T blijft telkens 
terugkomen op de gegeven informatie).


10:21 L stelt voor om de compositie een beetje op te schonen.


10:25 A pakt de lineaire elementen om 2 “wegen” aan te geven.


10:26 A pakt andere onderdelen van de vormentaal maar legt het weer terug.


Ze hebben wel veel woorden nodig om de compositie uit te leggen.
Aan het einde van fase 1 vooral referentiepunten gebruikt. Zowel als actoren als einddoelen. 


10:47 Fase 2 - Define


10:48 A begint met meteen met de problemen aanwijzen met behulp van de VT.


10:49 R vraagt of ze opnieuw beginnen of dat ze met deze compositie doorgaan. Verbouwen 
wordt ook als optie genoemd.


10:50 De compositie wordt redelijk drastisch verbouwd. Enigszins versimpeld om het probleem te 
versimpelen? Ze willen een wip bouwen maar doen het niet. De referentiepunten behouden 
hun betekenis. 


10:51 Ze pakken de transparante grenzen erbij. Ze geven zichtbaarheid aan door grenzen.


10:55 Ze gebruiken de lineaire elementen als paden letterlijk vertaald als paden die bewandeld 
kunnen worden.


Eindresultaat: post-its blijven in beeld. Grenzen geven alleen visuele grenzen aan. Plaatsing 
van bepaalde doelen op de twee paden zijn wel/niet zichtbaar. Korte (makkelijke) vs. lange 
weg naar de doelen. Nog steeds weinig gebruik gemaakt van de mogelijkheden van de 
vormentaal. 


11:13 Fase 3 - Develop


11:15 Er wordt meteen met behulp van de vormentaal aangewezen wat de mogelijke oplossingen 
zijn. —> weer waar kunnen we aan sleutelen? 


Oplossingsmogelijkheden: (1) doelen zichtbaarder maken op het positieve pas, (2) dikke 
muur blokkeert negatieve pad = wat vaak geprobeerd wordt, wordt vrijwel meteen van tafel 
gegooid.


11:20 L stelt voor om tot een concreet oplossing te komen.


11:25 T stelt voor om de ervaringsdeskundigen en positievere invalshoek te geven. Ipv mensen 
die slecht waren. 
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10:26 Deze groep gebruikt meer theorie dan de groep van Workshop#1


Oplossingsmogelijkheden: (3) slechte pad langer maken.


Plexiglas plaatsen in instabiel omdat het niet klemt!


Deze groep gaat heel anders met de vormentaal om: gaten erin maken e.d.


Eindresultaat fase 3: twee scenario’s waarbij ze letterlijk blokken van de huidige situatie 
gingen verplaatsen. —> Werkt de taal misschien ook beperkend omdat je altijd vanuit de 
huidige situatie werkt? Wat als je aan iets anders wil sleutelen/iets toe wilt voegen? Houdt 
de taal je daar een beetje in tegen? Hoewel je ook kan vragen of ze eerst de ideale situatie 
schetsen, dus hangt misschien van gebruik af? 


11:58 Fase 4 - Deliver


12:10 Er wordt in de eerste 10 minuten nog weinig met de vormentaal gedaan.


12:12 J stelt voor opnieuw te beginnen met visualiseren. —> piramides veranderen nu in 
interventies (of toch niet… zie verwarring op einde).


12:15 Ze lijken op het doel groepsvorming te focussen. Vormen lijken nu een beetje random op 
tafel te staan.


12:17 T probeert het terug te koppelen naar de hoefijzers.


A: “hiërarchie” tussen de keuzes —> maar dit beelden ze niet uit. 


De vormentaal helpt wel in het structureren van de actoren, maar veel dimensies hebben ze 
weggehaald (of überhaupt nooit gebruikt).


12:23 Ze schetsen toch weer op papier ipv dat ze met de taal spelen. Omdat ze toch te veel in 
woorden blijven hangen? Ook in gebruik van de vormentaal blijven ze erg in 2,5D hangen. 


12:25 Typisch gebruik vormentaal —> waarom gebruiken ze niet de structuur elementen om te 
stapelen en hoogtes te maken? Ze gebruiken alleen de referentiepunten ook om paden te 
ondersteunen. Die hebben dan vervolgens geen betekenis?


12:50 Deze groep blijft heel erg hangen bij de referentiepunten. Ze maken niet vol gebruik van de 
taal hoewel S af en toe wel de mogelijkheden benoemde.
Het lijkt dat deze groep de opdracht en de taal een stuk minder serieus namen.


Tijd Notitie
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1.2 Observaties mede-observator


Tijd Notitie


9:54 Geen/weinig aantekeningen op case omschrijving


9:57 J, T en A freubelen een beetje met de vormentaal. 


10:00 Fase 1 - discover


10:02 Onduidelijkheid over primair, secundair tertiaire doelgroepen. 


10:03 “primair hoeft niet grootste blok te zijn” —> niet grootste groep?


Begin met VT, schrijven op VT


10:04 Omgeving aangeven via post-its, daarop blokken (= doelgroepen) plaatsen. 


Driehoeken als externe invloed? Ali lijkt lijkt twijfelend over inzet, groepsrespons afwachten?


Vormen gebruikt om afstanden aan te geven. 


T: “kunnen we ook nog iets met wat we niet willen?”


A: kleuren van post-it “huis” (groen) “huis is niet per se goed”


10:08 Politie als groot blok ter onderscheid, niet als belangrijker. 


Bal als rolmodel


10:10 Bol voor instabiliteit. T zoekt actief naar hoe verschillende elementen/dimensies/waarden 
kunnen worden uitgebeeld. Kijkt ook veel terug in case omschrijving. 


10:11 Piramide van maslow (gaat over ordening van behoeftes), jong —> oud, Laag —> hoog 
straks.


10:13 Zijden van piramide voor tijdslijn, doelen korte/middel/lange termijn.


10:17 A is zelf aan het puzzelen met VT. —> Leidt VT af van discussie? 


Halfway “oké, gaat wel volgens planning”. A wil de opdracht opnieuw horen.


10:20 L: troep weg, wat hebben we nu?


10:21 Conflict tussen objectiviteit/perceptie veiligheid Charlois veiligheidsindexen roepen veel 
vragen op. 


10:22 T: terug naar samenvatting/check


10:23 A: latje voor mogelijk pad te bewandelen. Wat is er aan het einde van het goede pad? Is er 
een alternatief voor het slechte?


10:25 Er wordt een derde pad toegevoegd can criminele leven naar goede leven. 


10:26 Samenvatting toont laatste onduidelijkheden aan (ervaringsdeskundige) —> omdat alles 
fysiek op tafel ligt?


10:28 er wordt een koffiebeker gebruikt om de piramide hoger te zetten. Daarna met kolommen 
en platen. —> er wordt goed nagedacht over de keuze van de hoogte van de kolommen.


10:47 Fase 2 - Define


10:48 A: probleem is short/long term, en duidelijk of onduidelijk resultaat van gekozen pad.


10:49 Blokken houden zelfde vorm, maar totaal plaat wordt veranderd. 


10:50 Verhoging gaat weg, L kan er niet goed om/overheen kijken. 


10:51 Plexiglas als “je ziet niet goed wat hierna komt”/vaagheid. 
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10:52 Slechte pad geeft duidelijke rewards en is daardoor aantrekkelijker. Groep lijkt breder 
betrokken, in ieder geval A. Nieuwe blokken moeten uitgelegd worden. Daarna is betekenis/
plaatsing duidelijk, maar het is niet altijd instinctief. 


10:59 Trots en eer toevoegen uit bijlage. Re-check van fase 1, lijn tussen 1 2 2 niet absoluut. 


11:00 Halverwege, groep blijkt eigenlijk al klaar.


11:03 Groep denkt klaar te zijn. In de samenvatting is er veel aanvulling, instemming. Men lijkt 
meer eens dan bij fase 1. 


11:13 Fase 3 - Develop


11:15 Concept van barrières, dingen die verborgen/duidelijk zijn, werkt goed. 


11:16 Eerste ideeën: (1) doelen achter goede barrière weghalen, (2) rewards van criminaliteit 
afschermen.


11:17 Huidige strategie wordt uitgebreid met VT, snel duidelijk en eens over waarom dat niet 
werkt. 


11:19 4 paden (kruimel = short term reward): (1) kruimels slechte weg, (2) positieve kruimels, (3) 
slechte pas afschermen, minder toegankelijk (is huidige aanpak), (4) positieve rolmodellen.


11:23 (5) crimineel pad vertragen zodat mensen oud genoeg zijn om voor criminaliteit te realiseren 
dat ze fout zitten. 


Groep geeft zelf betekenis aan blokken, vormen, … grootte als mate voor 
belangrijkheid (of abstractieniveau), verder weinig onderscheid. Semi-transparante 
plaat en gaas eigenlijk als enige uitzondering. “Architectonische” betekenis wordt 
niet/nauwelijks gebruikt. 


11:28 Prioriteit aanbrengen in ideeën, ordenis invalshoeken, plaatsing/ aanpassing van 
“speelbord”/verklaring naar VT.


11:30 A: goede pad is niet goed belicht. —> Doelen eerder zichtbaar, of doelen groter maken. 
Doel als piramide: vormen (aantallen, groottes) helpen bij deze doelen. 


11:33 Veel discussie over of invalshoeken echt verschillend zijn of toch subsets van hetzelfde. T 
pleit voor duidelijk andere scenario. (1) groter/meer/eerder, (2) rolmodellen koppelen.


11:35 Weer meer verschillen (1) in groepsparticipatie.


11:36 Vorm van huis als symbool voor huis/stabiliteit


Agreement op twee invalshoeken: “klaar!”


Reflectie in pauze: we hebben x en y (van VT) nog niet gebruikt.


11:58 Fase 4 - Deliver


11:58 Grote piramide van Maslow komt weer terug bij laatste fase: wat zijn geschikte/relevante 
“kruimels”


12:00 Veel onduidelijkheid over wat een “communicatiestrategie” is. Is de oplossing wel 
communicatie? OF breder sociologisch, beleid,….? conclusie/aanname alles is 
communicatie.


Vraag lijkt te groot. Meer hulp over opdelen van dit probleem, bijv. in stakeholders, 
fases, en doelen per fase. —> zie strategy box - paper.


12:12 Tafel leeg, ruimte maken voor nieuwe stap. Intussen ook veel geschreven op post-its. 
Vormen (piramides als reward) houden wel hun betekenis.


12:16 VT wordt ook minder gebruikt in deze fase, wel om aan te geven dat rolmodellen dichtbij 
activiteiten/rewards staan. 


Tijd Notitie
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12:22 A: whiteboard als tafel zou handig zijn


12:23 Terugvertalen (poging daartoe) naar VT. Terug naar goede/slechte pad, maar met meer 
keuzemogelijkheden/duidelijkere beloningen, hoogteverschillen tussen goed/fout


12:27 T vraagt of alles voldoende zichtbaar is.


12:29 Einde tijd. L: volgens mij is het een strategie, geen communicatiestrategie.


Betekenissen driehoeken toch onduidelijk, wel iedereen eensgezind. 


Tijd Notitie
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2 Evaluaties


2.1 Evaluatie Deel A


Respondent Fase 1 - Discover Fase 2 - Define Fase 3 - Develop Fase 4 - Deliver


1 Met welk doel heb je de vormentaal 
gebruikt in deze ronde?


1 Om verschillende soorten groepen 
te communiceren zowel als 
karaktereigenschappen van de 
groepen. Daarnaast functioneerde 
de vormentaal als middel om 
abstractere doelen van meerdere 
perspectieven te verbeelden.


Om paden, doelen, barrières en 
groepen mensen weer te geven.


Om de verschillende opties uit te 
beelden en te verschuiven.


Om de communicatiestrategie - 
daarbij horende tijdlijn, groepen, 
doelen - te visualiseren. 


2 Om de situatie duidelijk te krijgen, 
snappen wie en wat er een rol speelt 
en hoe dit zich tot elkaar verhoudt. 


Om het probleem verder duidelijk te 
maken.


Om de veranderingen die we willen 
bereiken uit te beelden.


Om de strategie te visualiseren.


3 Probleem opdelen. Probleem 
abstract maken.


Afstand visualiseren tussen de 
uitersten.


Om verandering aan te geven. Eigenlijk weinig gebruikt. Gebruikt 
om de ideeën terug te brengen naar 
abstractieniveau. 


4 Om overzichtelijk en visueel 
overzicht te krijgen van het 
probleem.


Het onderscheid maken tussen de 
problemen met behulp van de 
vormentaal.


Het visualiseren van verschillende 
invalshoeken voor oplossingen van 
een probleem. 


De verschillende dimensies van de 
oplossing van het probleem op een 
makkelijke en overzichtelijke manier 
weergeven.


5 In kaart brengen probleem en 
spelers/invloeden.


Definiëren van het probleem. Invalshoeken definiëren. Ontwikkelen van een strategie.


6 (1) Overzicht, behouden (onthouden) 
van diepere betekenis. (2) om 
anderen duidelijk te maken hoe je 
categoriseert. 


(1) communiceren over eigen ideeën 
en gedachten. (2) Verduidelijken van 
relaties en verhoudingen tussen 
“objecten”


Aangeven van verschillen tussen 
hoe het is en hoe het kan zijn. 


Tijdslijn aangeven.


2 De vormentaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


1 4 - Het maakt de discussie concreet 5 - Het helpt om zeker te weten dat 
je allemaal over hetzelfde element 
praat.


5 - Het is handig om de elementen 
te kunnen verschuiven.


4 - Bij deze stap merkte ik wel dat 
de vertaalslag weer moeilijker werd. 


2 5 - Het hielp om je eigen gedachtes 
gelijk beeldend te maken voor 
anderen en door de flexibiliteit kon je 
het makkelijk gaandeweg 
veranderen.


5 - 4 - Het begint ook wat rommelig te 
worden inmiddels, maar helpt nog 
steeds wel om alles makkelijk uit te 
leggen. 


4 - i.c.m. de post-its


3 4 - De discussie had ook 
ondersteund kunnen worden met 
een blanco canvas, maar de 
vormentaal maakt het makkelijker 
concreet. 


4 - Maakt het probleem makkelijk 
voor iedereen te begrijpen.


5 - Duidelijk aan te geven waar 
verandering plaatsvindt en waar niet. 
ook duidelijk wat je vergeet mee te 
nemen in de oplossing en dit 
daardoor ook betrekt in de 
discussie. 


3 - Moeilijkst om met de vormentaal 
te visualiseren. Bijna een doel op 
zich. 


4 4 - Het vermakelijke de 
communicatie doordat er een iets 
informelere en vrije sfeer ontstaat.


5 - Het maakte het toelichten van de 
denkstappen die mensen maakten 
duidelijker. 


4 - Het maakt het makkelijker om 
ideeën op tafel te leggen. 


2 - De discussie ging vanzelf al zo 
ver in de probleemoplossing. 


5 5 - Iets om samen naar te kijken. 
Specifieke plek van dingen wordt nu 
duidelijk bediscussieerd. 


5 - Vooral om dingen een plek te 
geven. Vooral cool dat die balletjes 
rollen. Ze rolden ineens naar de 
andere kant en toen zagen we hoe 
instabiel ze [de actor die ze 
representeren] zijn.


5 - 5 - 


6 4 - Categorisatie is heel 
overzichtelijk, Vormen kunnen 
locatie, grootte, vorm en kleur 
hebben. Nadeel: mensen 
interpreteerden ze anders dan jij.


5 - Voor iedereen zichtbaar en goed 
interpreteerbaar met uitleg.


5 - Abstracte ideeën kunnen 
makkelijk uitgelegd worden hoe ze 
het verschil gaan maken. 


4 - Discussie wordt gevormd op het 
moment dat de vormentaal werd 
gebruikt. 


Average 4,33 4,83 4,67 3,67


3 De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


1 5 - Als visuele denker is het handig 
om abstracte concepten uit te 
beelden. 


5 - Het helpt om een abstract 
probleem concreet weer te geven. 


4 - ja, abstract —> concreet 3 - De vertaalslag van de 
situatieschets naar strategie was vrij 
lastig. Hierbij werkte de vormentaal 
iets minder goed. 


2 3 - Enerzijds wel, anderzijds had ik 
het idee dat we het probleem gingen 
versimpelen. 


3 - Enerzijds wel, anderzijds niet. JE 
moet alles toch een plaats geven en 
dat lijkt het juist heel vast en 
gedefinieerd. 


3 - Ik mis een manier om de 
onzekerheden en dynamische 
gebieden uit te beelden. 


4 - De toevoeging van de hoogte 
dimensie hielp daarbij. 


3 5 - 3 - Vormentaal beperkte ook op 
sommige momenten de discussie 
omdat je eraan vasthoudt.


4 - Maakt alle aspecten inzichtelijk. 3 - Complexiteit lag op een ander 
vlak dan waar de vormentaal bij kon 
helpen.


4 4 - Met alleen woorden kan je maar 
zo ver komen, mensen zijn 
beelddenkers en dit bevordert hun 
inzicht. 


5 - Er kan goed onderscheid worden 
gemaakt tussen de subproblemen 
en het uiteindelijke probleem. 


2 - Het laten zien van invalshoek met 
inanimate objecten is moeilijk (voor 
dit probleem).


5 - Het maakt alles gewoon 
duidelijker en brengt de 
verschillende delen van de oplossing 
fases bij elkaar. 


5 5 - Zeker. Maar misschien ook 
versimpeling op een negatieve 
manier (te simpel?) weet ik nog niet!


4 - Werkt wel heel goed, maar 
misschien word je al 1 kant 
opgestuurd. 


5 - 3 - Vond ik hier wel wat 
ingewikkelder


6 5 - 1 beeld spreekt 1000 woorden. 
En de verschillende vormen hebben 
veel aspecten. —> complex 
probleem kan zelfs door dummy's 
visueel gemaakt worden. 


5 - Alleen als iedereen met uitleg kan 
begrijpen het hoe en waarom van 
bepaalde plaatsing van vormen dan 
maakt de vormentaal overzichtelijk!


5 - Door categorisering is de 
vormentaal heel duidelijk toe te 
passen. Meer vormen? 


2 - Bij deze ronde was het doel niet 
duidelijk genoeg. En zeker niet hoe 
de vormentaal daaraan kan 
bijdragen. 


Average 4,50 3,67 3,83 3,33


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


1 4 - Ja, hoewel er nog niet echt delen 
van de vormentaal zijn die twee 
dingen aan elkaar binden; touw, 
elastiek, satéprikkers.


4 - Kan denk ik nog beter, de blokjes 
zijn allemaal los. Kan meer 
verbonden. Hoewel je ze wel als 
groepje bij elkaar kan zetten. 


4 - Ja als je 1 ding schuift kan je het 
ander ook meeschuiven. 


4 - Zelfde vormen waren weer een 
bepaald symbool, de betekenis die 
we de vormen hadden gegeven 
hielpen om de relaties snel weer te 
geven. 


2 4 - Ja door het plaatsen van de 
vormen werden relaties duidelijker. Ik 
miste nog wel iets van pijltjes om dit 
nog makkelijker te kunnen doen.


4 - Ja, maar ik denk dat dat nog 
beter zou kunnen als we duidelijkere 
afspraken zouden maken over wat 
elke vorm en plaatsing zou 
betekenen. 


4 - 4 - De tijdlijn die we met de paden 
maakten ondersteunde dit vooral. 


3 2 - Dit was het moeilijkst om met de 
vormentaal te visualiseren. 


4 - Helpt duidelijk maken wat 
dichtbij staat en wat ver weg van 
elkaar.


3 - Relaties zijn nog redelijk moeilijk 
om aan te geven. 


2 - Niet aan de verschillende relaties 
(zoals wij ze gebruikt hebben) wel 
aan de verschillende actoren/
facetten.


4 3 - Het kan, hangt vooral af van de 
groep mensen die de vormentaal 
gebruiken. Ieder heeft een eigen blik 
op wat een vorm voorstelt. 


4 - Doordat er verschillende vormen 
zijn kan je deze groeperen om zo 
relaties aan te tonen.


4 - Je kan duidelijk een vorm een 
bepaalde relatie geven.


4 -


5 5 - Ja. Maar misschien nog wel meer 
dimensies nodig voor volledige 
complexiteit, je witl veel dingen 
parallel kunnen zetten. 


5 - vooral dat kan. 5 - En daarmee verschillende 
ideeën. Goed voor brainstorm. 


4 -


1
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6 3 - Relaties kun je minder goed 
uitdrukken in vormen. Het is de 
verhouding tussen de vormen die je 
wilt gebruiken hiervoor. Maar er is te 
weinig variatie tussen de vormen.


3 - Relaties zijn niet makkelijk uit te 
beelden met de vormen aangezien je 
tussen objecten geen objecten kan 
plaatsen. N.B. het kan wel maar zo 
verlies je overzicht. 


4 - Als je kunt bouwen en vormen 
kan combineren kan je nog beter 
relaties duidelijk maken.


3 - Relaties zijn niet tastbaar —> 
lastig in vormen uit te beelden. 


Average 3,50 4,00 4,00 3,50


5 De vormentaal draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


1 5 - Maakt het meer concreet. 5 - Abstract —> iets fysieks. 5 - Sommige mensen/doelen 
hebben een bepaalde vorm 
gekregen. Daarmee kan je heel snel 
veel elementen communiceren. 


5 - Het helpt om fysiek iets te 
kunnen verschuiven.


2 2 - Ik heb eerder het gevoel dat het 
abstract blijft. Bijvoorbeeld de politie 
is nu een vierkant blok…. wat 
betekent dat?


4 - Ja ik had wel het idee dat het 
beter lukte deze ronde.


4 - Ja, het is zo al een stuk 
makkelijker duidelijk te maken dan 
het zonder de taal zou zijn. Maar ik 
merk dat we vanuit het abstracte 
nog niet naar het concrete gaan. 


3 - Dingen als ‘trots’ en ‘aanzien’ 
werden nog steeds niet zo grijpbaar. 


3 3 - Weet ik nog niet. 4 - Nog niet heel abstracte ideeën 
gebruikt, dus weet het niet zo goed. 


5 - Maakt het makkelijk om op 
abstract niveau te blijven en niet 
direct in concrete oplossingen te 
denken. 


5 -  Zie eerste antwoord (gebruikt 
om ideeën terug te brengen naar 
abstractieniveau)


4 4 - Zoals ik eerder zei, mensen zijn 
beelddenkers en dit maakt het 
begrijpen makkelijker. 


5 - Je kan je gedachtegang 
makkelijker visueel naar buiten 
brengen.


2 - Er werd vooral gebruik gemaakt 
van schrijven en mindere mate 
vormentaal. 


5 - Het geeft een versimpelde 
weergave.


5 5 -  4 - Misschien ideeën nog niet echt. 4 - Jazeker. Alleen soms moesten 
we wel echt even terugvertalen, dus 
we verplaatsten blokjes, maar 
dachten later: ok dat was dit en dit, 
daar kun je juist weinig aan 
veranderen. 


5 - Zeker, en kreeg er ook ideeën 
van. 


6 5 - Je kunt snel switchen van 
visualisatie. Simpelweg blokjes 
oppakken en verplaatsen. Dat kan 
op papier minder snel. 


5 - Zeer gemakkelijk uit te leggen 
van ideeën aan anderen. Alleen met 
uitleg. 


5 - Alleen hebben andere mensen 
soms een ander beeld bij het 
gebruik van vormen. Alleen uitleg bij 
het gebruik van de vormen helpt 
tastbaar maken.


4 - Alleen deze ronde werkt 
vormentaal minder. Doordat er naar 
oplossingen werd gezocht 
(convergeren) terwijl er eerst nog 
divergentie was?


Average 4,00 4,50 4,17 4,50


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


1 3 - Nog niet zo gebruikt, maar kan 
denk ik wel.


4 - Je kan makkelijk dingen 
verplaatsen.


5 - Makkelijk dingen schuiven maakt 
het dat je veranderingen snel visueel 
kan maken. 


4 - Het kunnen verplaatsen van 
blokjes hielp om relaties/
veranderingen te visualiseren. 


2 3 - Ik denk dat dit wel zou kunnen 
maar wij hebben het nu niet gedaan. 
Dan hadden we de vormpjes 
misschien moeten categoriseren en 
er bewust ook onzekerheden mee 
aangeven. 


2 - Dit vind ik nog steeds lastig om 
met de vormtaal te doen. 


3 - Zelfde als bij 3 eigenlijk, mijns 
inziens hangen die twee samen. 


4 - Tijdlijn liet nu veranderingen zien, 
onzekerheden was nog steeds 
moeilijk.


3 3 - Weet ik nog niet. 4 - Er zit geen beweging in dus niet 
optimaal, maar de vorm kan wel 
beweging uitstralen.


4 - Veranderingen wel, 
onzekerheden minder. 


4 - Ja, maar maakte het daardoor 
ook moeilijk om daar doorheen te 
breken. 


4 3 - In combinatie met de juiste uitleg 
ja. Los staand is het moeilijker. 


4 - Je kan door verschillende 
soorten en grootte van objecten en 
gradiënt/verandering aangeven.


2 - Verandering laten zien met 
inanimate objecten is moeilijk. 


5 - Door het inbouwen van hoogte of 
andere dimensies kan je veel 
inzichtelijk maken. 


5 2 - Het werken hiermee is juist niet 
zo onzeker. Het staat er nu ineens, 
maar misschien is het wel te simpel. 
Maar misschien lost zich dat ook 
nog wel op, want nu eerste ronde. 


3 - Niet heel erg want vrij statisch, 
maar balletjes zijn echt wel goed 
hierin. 


2 -  minder 2 - Het lijkt nu heel helder, maar is 
het dat ook in het echt?


6 2 - Als de vormen/blokken staan, 
dan staan ze. 4D (tijd) is minder 
goed aan te geven.


3 - Het is lastig om verloop van tijd 
weer te geven met vormentaal. De 
vormen zijn statisch, terwijl het 
complexe probleem door de tijd 
heen verandert. 


2 - Dit soort emoties en andere non-
tastbare dimensies zijn lastig in kaart 
te brengen met vormen.


3 - Tastbaar is niet tastbaar. Daar is 
vormentaal minder in. 


Average 2,67 3,33 3,00 3,67


Respondent Fase 1 - Discover Fase 2 - Define Fase 3 - Develop Fase 4 - Deliver


2
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2.2 Samenvatting evaluatie Deel A


De vormentaal ondersteunt de 
onderlinge discussie


Discover De deelnemers waren het allemaal eens over de stelling. Het maakte de discussie concreet. 
Een deelnemer zei dat hetzelfde misschien bereikt had kunnen worden met een blanco 
canvas. Een andere deelnemer noemde als negatief punt dat er interpretatieverschillen 
konden zijn.


4,33


Define In deze fase maakte de vormentaal de discussie volgens de deelnemers helder. Iedereen 
wist waar ze het over hadden omdat ze het aan konden wijzen. Uitleg/afspraken waren wel 
nodig. 


4,83


Develop Ook hier waren de deelnemers het duidelijk eens met de stelling. Volgens hen was het door 
de vormentaal duidelijk aan te geven waar veranderingen plaatsvonden en waar niet. 4,67


Deliver In deze fase waren de meningen wat meer verdeeld. Een deelnemer vond dat de discussie al 
vanzelf ging in deze ronde en de vormentaal niet voor ondersteuning (hoefde) te zorgen. 
Twee andere deelnemers vonden het moeilijk om de vormentaal toe te passen in deze fase. 3,67


De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


Discover De meeste deelnemers waren het met deze stelling eens. De vormentaal maakte het (“zelfs 
voor dummy's”) mogelijk om de complexiteit te visualiseren. Twee andere deelnemers gaven 
aan dat ze zelf visuele denkers waren en het daarom prettig vonden om met de vormentaal 
te werken. Twee mensen gaven aan dat door de vormentaal de complexiteit van het 
probleem misschien (te) simpel gemaakt werd.


4,5


Define De meningen waren iets meer verdeeld. De meeste deelnemers waren het met de stelling 
eens en gaven aan dat de vormentaal hielp met het overzichtelijk maken/concreet maken 
van het abstracte probleem. Drie deelnemers waren kritisch en vinden dat de vormentaal 
misschien iets te beperkend werkt omdat je eraan vasthoudt. 


3,67


Develop De meningen zijn wederom verdeeld. Twee mensen miste het dynamische aspect om de 
complexiteit volledig te vatten. Een andere deelnemer gaf aan meer vormen nodig te 
hebben. Wederom werd het door een deelnemer gezegd dat de vormentaal helpt bij het 
concreet maken van de abstractie van het probleem. 


3,83


Deliver De deelnemers vonder het toepassen van de vormentaal in deze fase moeilijker. Dat was 
ook te merken in de observatie (ze grepen weer terug naar andere middelen). Twee 
deelnemers waren positiever over deze stelling dan de andere en vonden het just helpen, 
bijvoorbeeld om de verschillende delen van de oplossing in fases bij elkaar te brengen. 


3,33


De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


Discover De meningen zijn verdeeld. Drie deelnemers waren het eens met de stelling maar miste 
elementen om de referentiepunten met elkaar te verbinden (saté prikker, lijntjes, etc.). De 
andere drie deelnemers waren het minder eens met de stelling omdat de interpretaties van 
de vormen verschilden. Een deelnemer zei dat relaties minder goed uit te drukken zijn in 
vormen maar dat het gaat om de verhoudingen tussen deze vormen. Hier waren volgens 
hem/hem/haar te weinig variaties voor. 


3,5


Define In deze fase zijn duidelijk meer mensen het eens met de stelling. De vormentaal is ook op 
een andere manier gebruikt. Nog steeds wordt door twee mensen aangedragen dat het zou 
helpen als je de referentiepunten fysiek met elkaar zou kunnen verbinden. 4


Develop De meeste mensen zijn het eens met de stelling. Nog steeds wordt er gevraagd om 
verbindingen tussen de referentiepunten om de relaties nog duidelijker te maken. Uit de 
observaties is het duidelijk dat relaties vooral mondeling moeten worden toegelicht. 4


Deliver De meningen zijn verdeeld. Er wordt weinig toelichting gegeven. Een deelnemer zegt dat 
relaties lastig in vormen zijn uit te beelden omdat ze niet tastbaar zijn. 3,5


De vormentaal draagt bij aan het 
tastbaar maken van abstracte ideeën. 


Discover De meningen zijn verdeeld. Een deelnemer geeft aan het niet eerste zijn met de stelling 
omdat het abstract blijft. Het is niet duidelijk wat een vorm precies betekent. Een anderen 
deelnemer geeft aan het wel helemaal eens te zijn met de stelling omdat de vormentaal het 
toelaat om objecten op te pakken en te verplaatsen: “dat kan op papier minder snel”. Weer 
een andere deelnemer zegt het eens te zijn omdat het meer concreet wordt met behulp van 
de taal.


4


Define Iedereen is het eens. Wel geeft een deelnemer aan dat er nog steeds veel uitleg nodig is. Dit 
viel ook op in de observatie. 4,5


Develop De meeste deelnemers waren het eens met de stelling. Slechts een iemand was het niet 
eens. Deze persoon vond dat er vooral gebruik werd gemaakt van andere middelen en 
minder van de vormentaal. Uit observatie kwam dat dit wel het geval was, maar meer als 
verslaglegging. Anderen waren het wel eens met de stelling, maar uitleg bleef nodig en het 
bleef abstract. Een deelnemer vond dit negatief en wou dat het meer concreet werd in deze 
fase. Een ander deelnemer waardeerde het juist positief om niet meteen in concrete 
oplossingen te hoeven denkeen, maar eerst eens abstract kader te vormen. 


4,17


Deliver De meeste deelnemers waren het eens. Een deelnemer was het in mindere mate eens met 
de stelling omdat begrippen als “trots” en “aanzien” nog steeds niet zo grijpbaar werden. 4,5


De vormentaal draagt bij aan het 
inzichtelijk maken van veranderingen 
en onzekerheden.


Discover De deelnemers waren het niet echt eens met deze stelling. Veel gaven aan dat het nu nog 
niet echt van toepassing was. Twee deelnemers noemde dat als de vormen zijn geplaatst de 
compositie statisch is. Een deelnemer gaf aan de 4de dimensie (tijd) minder goed was aan te 
geven met de (statische) figuren. 


2,67


Define Nog steeds zijn niet alle deelnemers het eens omdat de vormen statisch zijn. Een deelnemer 
geeft aan het wel eens te zijn omdat je de objecten makkelijke kan verplaatsen. Twee 
deelnemers geven aan dat sommige vormen (ballen) wel beweging symboliseren. 3,33
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2.3 Evaluatieformulier Deel B
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2.4 Evaluatieformulier Deel C
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Fase 1 - Discover In tegenstelling tot de eerste groep ging deze groep meteen met de vormentaal aan de slag. Verschil was dat deze groep op de 
referentiepunten mocht schrijven. Daardoor hadden ze geen post-its meer nodig, maar werden de actoren direct op de vormen 
geschreven. Post-its werden gebruikt om locaties/gebieden te beschrijven (bijvoorbeeld “huis”). In het begin leek de locatie van de 
objecten geen betekenis te hebben. Later werd er meer structuur toegevoegvd door met de lineaire elementen “paden” aan te 
geven.


Eindcompositie Het eindresultaat is een compositie waarbij voornamelijk referentiepunten zijn gebruikt om actoren aan te geven. Lineaire objecten 
fungeren als afstandhouders. De grote piramide werd gebruikt als Maslow piramide waarop kernwaarden/doelen van de doelgroep 
werden geplakt.


Uit observatie: Deze groep gebruikte alleen de referentiepunten om actoren aan te geven. De lineaire elementen werden enkel als afstandhouders 
gebruikt en om “paden” aan te geven. Ze interpreteerde de vormen heel letterlijk (ballen = rolmodellen want ze kunnen rollen, 
piramide = maslow piramide, gaas zou tralies kunnen voorstellen). Andere dimensies zoals grootte, vorm en afstand werden niet 
gebruikt enkel om onderscheid aan te brengen. 


Uit evaluatie: Ook uit de evaluatieformulieren blijkt dat ze de vormentaal alleen hebben ingezet om informatie te categoriseren en dat naar elkaar 
te communiceren. Een deelnemer zei dat ze “het probleem abstract” gemaakt hebben.


Fase 2 - Define De compositie wordt verbouwd en het probleem wordt daarmee anders in kaart gebracht. De referentiepunten behouden hierbij 
hun betekenis (staat er ook opgeschreven). Er worden extra referentiepunten toegevoegd met een andere betekenis. De kleine 
piramides symboliseren bijvoorbeeld de doelen.


Eindcompositie Er ontstaat een symmetrische compositie van het slechte versus het goede pad met de doelgroep in het midden. Er worden twee 
grenzen toegevoegd aan de compositie, weer vrij letterlijk. Gaas en semi-transparante plaat werken beide als een visuele 
blokkade. Er wordt weinig gebruik gemaakt van de mogelijkheden van de vormentaal. De groep gebuikt maar de helft van de 
gegeven tijd. 


Uit observatie: Er wordt niet vol gebruik gemaakt van de mogelijkheden van de vormentaal (dimensies). Ze focussen zich vooral op de 
referentiepunten en de elementen die gebruikt worden hebben puur een symbolische waarde. Er wordt geen gebruik gemaakt van 
de intrinsieke betekenissen die een compositie zou kunnen bevatten. De grenzen hebben alleen een visuele betekenis.


Uit evaluatie: Zelf zeggen de deelnemers dat ze het probleem gedefinieerd/gevisualiseerd hebben. Ook zeggen enkele deelnemers dat ze 
relaties, verhoudingen of “afstand” tussen verschillende actoren/doelen hebben aangegeven met behulp van de taal. 


Fase 3 - Develop De groep begint meteen met het aanwijzen/uitbeelden van mogelijke oplossingsrichtingen door te wijzen/veranderingen aan te 
brengen in de compositie. Hierbij worden voornamelijk referentiepunten verplaatst. Even komt er een harde grens in de compositie 
om het slechte pad af te bakenen, dit wordt echter meteen weer verworpen als oplossing omdat het “te hard is”. De post-its 
worden gebruikt om ideeën/conclusies op te schrijven. Vervolgens worden de losse ideeën met de post-its gereorganiseerd in twee 
scenario’s. Deze worden vervolgens met de vormentaal uitgebeeld. Ze gingen dus van vormentaal —> papier —> vormentaal 
(abstract —> concreet —> abstract?).


Eindcompositie Er worden twee scenario’s gemaakt waarin, ten opzichte van fase 2, objecten verplaatst worden. Ze focussen zich op het “goede 
pad” omdat ze daar de meeste invloed uit denken te kunnen voeren. 


Uit observatie: De groep blijft vooral de symbolische betekenis van de verschillende vormen gebruiken. De semi-transparante plaat blijft hierop de 
enige uitzondering. Wederom is de stap van probleemdefinitie naar oplossingsrichtingen helder door de mogelijkheid om dingen 
aan te kunnen wijzen en te verplaatsen.


Uit evaluatie: De deelnemers geven allemaal aan de vormtaal gebruikt te hebben voor het uitbeelden/aangeven van mogelijke veranderingen en 
“invalshoeken”.


Fase 4 - Deliver De vormentaal blijft in het begin van deze fase weer even links liggen. Er wordt met pen en papier een strategie geschetst. Deze 
wordt vervolgens uitgebeeld met behulp van de vormentaal.


Eindcompositie De objecten blijven hun betekenis houden. De dimensie van hoogte wordt toegevoegd om het moeilijker te bewandelende goede 
pad te symboliseren. Hiervoor worden nog steeds alleen referentiepunten gebruikt om de lineaire objecten te ondersteunen in hun 
weg naar boven. Deze objecten hebben geen letterlijke betekenis. 


Uit observatie: Het gebruik van de vormentaal blijft voornamelijk symbolisch en in 21/2D. Ze hadden praktisch gezien hetzelfde kunnen bereiken 
met pen en papier, behalve dat ze dan de veranderingen niet hadden kunnen aangeven. 


Uit evaluatie: De deelnemers geven aan het gebruikt te hebben “om de communicatiestrategie te visualiseren”. Een deelnemer geeft aan dat ze 
de taal hebben gebruikt om de ideeën “terug te brengen naar abstractieniveau”.


1
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Fase 2 - Define Fase 3 - Develop


1 Met welk doel heb je de VormenTaal 
gebruikt in deze ronde?


Om na te denken over het probleem; en door de 
vorm kwam er een “letterlijke” oplossing: 
speelruimte. Wat kinderen nodig hebben is liefde, 
aandacht en ruimte om zichzelf te verplaatsen. 
Abstract werd tastbaar.


De kinderen zijn niet het probleem, het zijn 
de volwassenen die hun wereld op een 
bepaalde manier inrichten = 
probleemanalyse. 


2 De VormenTaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


n.v.t. n.v.t. Ja, maar met Anne (die in principe 
volgend was)


3 De VormenTaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


3 - Ik vod het moeilijk om enerzijds de vromen uit 
te proberen en anderzijds hij/zij als symbool te 
zien. Werd snel [fysieke] ruimte.


4 - Barrières werden inzichtelijk. 


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


4 - Ik merkte heel duidelijk dat “het” niet begrenst, 
vast of groot mocht zijn, maar speels, buigbaar, 
oppakbaar.


4 - De stappen van binnenruimte, via galerij 
parkeerplekken, naar buitenruimte werden 
gemaakt. 


5 De vormantaal draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


4 - Maar met een toelichting. Ik zag ze nu vooral 
als ruimtelijke elementen.


4 - Liefde/aandacht —> zichtbaarheid. 


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


4 - Je voelt er wel direct iets bij. 3 - Ik kon alles wat ik niet wist, een vorm 
geven.


SCprof. #1


1


1 Ben je een taaldenker/beelddenker? (zie schets). De deelnemer gaf aan het allebei te zijn. De vormentaal hielp vooral om dieper na te 
denken over de probleemstelling. Hij/zij geeft aan het vrij letterlijk opgevat te hebben, maar ziet 
ook dat je de taal op een meer symbolische wijze kan inzetten.


2 Was het duidelijk op wat voor 
manier je de vormentaal kon 
gebruiken?


Ja, maar door een sterk eerste idee zit je meteen in 1 hoek te denken. Het is dan moeilijker om 
te schakelen. Het gesprek met mij heeft daar wel mee geholpen een beetje los te komen van dat 
beeld. Hij/zij maakte het snel letterlijk, minder abstract.


3 Welke extra informatie had je graag 
gewild voor het gebruik van de 
vormentaal?


Hij/zij interpreteerde het in het begin als twee losse stapels waar hij/zij maar van 1 slapel 
gebruikt mocht maken. Hij/zij vond het moeilijk om een abstract onderwerp aan te geven. De 
eerste associatie was meteen om fysieke ruimtes na te bouwen. 


4 Zie je toepassingen voor het 
gebruik va de vormentaal in je eigen 
werk?


Ja. Hij/zij werkt met 35 freelancers en zou de vormentaal kunnen gebruiken om de 
organisatiestructuur duidelijk te maken. Welke teams, hoe communiceer je met elkaar? Waar 
zitten obstakels? Als blend tussen organogrammen en familieopstellingen (via poppetjes 
onderlinge relaties onderzoek). Hij/zij ziet dat het heel veel in zit heeft en op veel verschillende 
manieren gebruikt kan worden. 


5 Heb je nog op/aanmerkingen over 
het ontwerp van de vormentaal? 
Kwam je dingen te kort? Wat vond 
je van de hoeveelheid variatie? etc. 


Hij/zij miste vloeiende vormen en zachte materialen zoals wol of vilt. Hij/zij vond dat er genoeg 
variatie was. De grote objecten vond hij/zij te groot. Gaas is prettig omdat je het kan vervormen 
maar is nog steeds een hard materiaal. 


Tot slot We hebben nog even nagepraat over hoeveelheid context/informatie. De deelnemer vond dat als 
het uitleg nodig heeft, ik beter nog een naar het ontwerp van de taal zou moet kijken. Ik bedoel 
meer een uitleg met voorbeelden in welke dimensies je allemaal kan werken. Begrippen als 
ritme, afstand, harde/zachte grens, schaal, etc?. Voorbeelden op tafel zou volgens  deelnemer 
wel goed werken. Hij/zij zou er zelf ook niet te veel door beïnvloed worden. Hij/zij zegt dat de 
vormentaal ook nut zou kunnen zijn in multi-multidisciplinaire teams bijvoorbeeld als je met de 
stakeholders van deze case om tafel zou zitten. Misschien helpt het door het speelse om 
mensen los te krijgen uit hun eigen discipline. 


SCprof. #1
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1 Evaluatie Deel A


2 Eindevaluatie
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3 Samenvatting gebruik vormentaal


Fase 2 - Define Hij/zij begint eerst te ontdekken en te spelen met de vormentaal. Wat is er allemaal? Wat zijn de mogelijkheden? Dit deed hij/zij 
echt met zijn/haar handen, dat deden de andere deelnemers niet/in mindere maten. Hij/zij is meer aangetrokken tot de kleinere 
objecten. Het 20x15cm structuurelement wordt direct weggelegd want is “te groot” omdat de case om kinderen gaat en 
toegankelijkheid een grote rol speelt volgens hem/haar. De deelnemer lijkt een fysieke omgeving voor de kinderen te maken. Het 
eindresultaat is een speelplaats met ambigue/niet harde grenzen. Het gaat om “tussenruimte”. Actoren spelen geen rol in de 
compositie. De deelnemer lijkt meteen naar een oplossingsrichting te gaan in deze fase. Hij/zij beeldt een ideale situatie uit waar 
kinderen de ruimte hebben om te spelen en zich niet als volwassen hoeven te gedragen. Dit gebeurt buiten, in de tussenruimte.


Eindcompositie Het eindresultaat is een speelplaats met ambigue/niet harde grenzen. Het gaat om “tussenruimte”. Actoren spelen geen rol in de 
compositie. 


Conclusie uit  
observatie:


De deelnemer heeft de case van tevoren gelezen, misschien dat hij/zij daarom direct naar een oplossing gaat zonder eerst het 
probleem uit te beelden? Alle verschillende elementen van de vormentaal worden direct gebruikt (hoewel het niet meteen duidelijk 
was dat hij/zij alles mocht gebruiken, hij/zij dacht dat de twee verschillende stapels voor twee rondes waren).


Conclusie uit  
evaluatie:


“Om na te denken over het probleem; en door de vorm kwam er een “letterlijke” oplossing: speelruimte. Wat kinderen nodig 
hebben is liefde, aandacht en ruimte om zichzelf te verplaatsen. Abstract werd tastbaar.”


Fase 3 - Develop Omdat hij/zij in de vorige ronde eigenlijk al een mogelijke oplossing heeft geschetst wordt er nu dieper ingegaan op het probleem. 
Hij/zij werkt heel erg met de handen: dingen oppakken en uitproberen. Hij/zij mist verbindingen om verdiepingen te maken. Hij/zij 
loopt een beetje vast. Ik help hem/haar door te vragen of het misschien helpt als hij/zij referentiepunten als actoren gebruikt. Dit wil 
hij/zij in eerste instantie niet omdat het dat te letterlijk wordt, maar gaat er later toch mee aan de slag. Ook laat ik zien hoe d.m.v. 
stapelen niveaus gemaakt kunnen worden. Hij/zij heeft moeite met de rechthoekige vormen, dit is niet waar hij/zij naar op zoek is. 
“Ik denk niet dat de vormentaal iets voor mij is” zegt hij/zij daarom. Met wat motivatie en hulp wordt er toch een nieuwe compositie 
gemaakt waarin de referentiepunten als actoren worden aangegeven (grote kubus is vader en moeder, kleine vormpjes zijn broers 
en zussen). Ik zet zelf een element neer om als harde grens tussen binnen en buiten te dienen. Hier is de deelnemer het mee eens 
en hij/zij voegt meer grenzen toe die fysieke grenzen symboliseren: galerij(flat), stoep, auto’s en dan pas de speelse tussenruimte. 
Ook zegt hij/zij dat er veel niet in kaart gebracht kan worden omdat we dat niet weten (thuissituatie, werken de ouders? etc.). Ik 
vraag of hij/zij deze onzekerheid toe wil voegen aan de compositie. Dit doet de deelnemer door een semi-transparante plaat naast 
de flat te leggen als “mist”. 


Eindcompositie Het eindresultaat beeld letterlijk een galerijflat uit. Annette licht toe dat het probleem ligt in de weinige sociale controle van de 
openbare ruimte. Veel harde grenzen en afstand tussen binnen en de speelse buitenruimte. In een tweede iteratie worden de harde 
grenzen afgebroken. Niveauverschillen en speelse elementen (zoals een glijbaan) worden toegevoegd om de afstand kleiner te 
maken. Het eindresultaat is een speelse weergave van de nieuwe galerijflat. 


Conclusie uit  
observatie:


De deelnemer was ervan overtuigd dat het probleem niet op te lossen was met communicatie maar dat er iets aan de fysieke 
openbare ruimte moest veranderen om de kinderen een veilige plek op straat te geven. De vormentaal is op een hele andere 
manier gebruikt dan in de andere workshops toch kon het nog steeds tastbaar worden gemaakt wat de ingrepen moesten zijn. De 
deelnemer gaf aan dat ondanks dat hij/zij de taal op een (te) letterlijke manier gebruikte hij/zij wel snel tot nieuwe ideeën/
invalshoeken kwam door de vormentaal. Ook kreeg hij/zij meteen feedback op ideeën door het tastbaar te maken (nee dit is te 
groot, nee dit is te hoekig, etc.). \


Conclusie uit  
evaluatie:


“De kinderen zijn niet het probleem, het zijn de volwassenen die hun wereld op een bepaalde manier inrichten = probleemanalyse.”


SCprof. #1
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Fase 2 - Define Fase 3 - Develop


1 Met welk doel heb je de 
vormentaalgebruikt in deze ronde?


Voor mezelf duidelijker te krijgen/uit te beelden 
hoe ik in eerste instantie deze opdracht 
interpreteer/beschouw.


Uitleggen waarom ik voor een bepaalde 
oplossing zou kiezen, plus enkele 
randvoorwaarden.


2 De vormentaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


4 - Je kunt concreet maken welke aspecten je 
over twijfelt.


4 - Vragen waarom je bepaalde elementen 
wel of niet toevoegt dwingen je na te denken 
daarover. 


3 De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


4 - Door een vorm te zoeken bij een overweging, 
ga je iets anders associeren, uitleggen wat je 
bedoelt. 


4 - Referentiemateriaal kiezen dwingt je na te 
denken over belang ervan -> intuïtie?


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


4 - Wie zit waar?  binnen of buiten je kennis? 4 - Misschien niet zo sterk in deze 
uitwerking, maar kan me voorstellen dat het 
wel groter kan worden —> diverse 
stakeholders en hun plek binnen/buiten een 
systeem.


5 De vormentaal draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


4 - Belang van de verschillende groepen —> 
grootte van de blokjes helpt wel meer.


4 - Referentiemateriaal —> waarom kies ik in 
de ene situatie voor kleine piramide en 
andere de grote? geen idee, maar dwingt toe 
expliciet maken.


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


3 - Ik denk at ik de meeste voor mezelf wel 
duidelijk heb, maar kan me voorstellen dat dit in 
groepsverband anders werkt.


4 - In ieder geval het benoemen ervan.


SCprof. #2


1


1 Evaluatie Deel A


1 Ben je een taaldenker/beelddenker? De deelnemer vind zichzelf een taaldenker. Als ik vraag of de vormtaal hierbij hielp zegt hij/zij dat 
hij/zij vooral wat aan het freubelen was omdat het moest, maar helpt je wel met achteraf 
redeneren waarom je bepaalde keuzes hebt gemaakt bij het maken van de compositie. Dit blijft 
lastig maar dwingt je ertoe het onder woorden te brengen. 


2 Was het duidelijk op wat voor 
manier je de vormentaal kon 
gebruiken?


Hij/zij herkende de lineaire elementen van een kast (?) systeem. Daardoor wist de deelnemer 
meteen wat hij/zij ermee moest doen. De structurele platen had hij/zij niet zo snel bedacht wat 
hij/zij ermee moest, ook omdat je ze niet als hoekstuk kon gebruiken. Je pakt snel de 
hoekstukken en vult deze op met platen. 


3 Welke extra informatie had je graag 
gewild voor het gebruik van de 
vormentaal?


Nee, charme was dat je het al spelende leert kennen. Toe ik na afloop vertelde hoe ik de 
principes van BK communicatie wilde gebruiken om een extra spelregel boekje te maken leek 
het hem/haar wel handig. 


4 Zie je toepassingen voor het 
gebruik va de vormentaal in je eigen 
werk?


(De deelnemer dacht lang na over deze vraag) Hij/zij denk dat het minder toepasbaar is in zijn/
haar  werk omdat hij/zij vaak een adviserende rol heeft een op een met iemand anders. Hij/zij 
ziet in dat voor het bedenken van een heel nieuw plan samen met een groep 
communicatiemensen met andere achtergronden erg nuttig kon zijn. Toen ik vroeg of het zou 
helpen voor de wetenschappers waarmee hij/zij samen werkt om op een andere manier na te 
denken over communicatie dacht hij/zij niet in de huidige setting. Maar kon zich wel voorstellen 
dat het een middel was om meer te leren over communicatie op een speelse wijze bijvoorbeeld 
in samenwerking met een minder en meer ervaren communicatiespecialist en in een 
communicatieteam onderling. Ook zag hij/zij het nut meer bij ingewikkelde vraagstukken omdat 
het je helpt snel duidelijke maken waarom je bepaalde keuzes maakt. 


5 Heb je nog op/aanmerkingen over 
het ontwerp van de vormtaal? 
Kwam je dingen te kort? Wat vond 
je van de hoeveelheid variatie? etc. 


Hij/zij miste dus tussenmaten in de referentiepunten, maar misschien dwong dit je wel tot het 
maken van een duidelijke keuze en was het daarom niet per se slecht. Hij/zij kwam transparante 
platen te kort maar ook hier gaf hij/zij aan dat je daar wel iets omheen verzint. Misschien is te 
veel keuze ook niet goed en dwingt dit je tot het maken van keuzes en het aanbrengen van 
contrasten? 


Design feedback uit observatie Plexiglas klemt niet = onhandig. Gaas is niet dezelfde afmeting, is onhandig. De deelnemer 
gebruikt de structurele platen niet omdat hier een verbinding mist als hoekstuk (deed groep 1 
ook!). In dat geval even goed de afmetingen van de platen heroverwegen zodat er wel 
symmetrische composities mogelijk zijn. De deelnemer komt transparante platen te kort van 
dezelfde maten. —> ECHTER beperkingen in de vormen dwingt je ook om een keuze te maken. 
Te veel variatie is ok niet goed. De grootste referentiepunten zijn te groot. Wordt door geen 
enkele groep gebruikt. 


SCprof. #2
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2 Eindevaluatie
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Fase 2 - Define De deelnemer geeft aan normaal meer informatie te zoeken, maar die is er nog niet. De deelnemer gaat meteen staan als hij/zij met 
de vormentaal gaat werken. Hij/zij begint met objecten oppakken en kijken of ze in elkaar passen zoals hij/zij verwacht dat ze in 
elkaar zouden passen. De deelnemer geeft aan direct te denken aan een structuur die voor een groot gedeelte dicht is. Voor de 
deelnemer wordt dit gesymboliseerd door solide “zware” objecten. Hij/zij wil iets met de grote structuur elementen maar kan er niet 
zoveel mee omdat er verbindingsmogelijkheid mist hier. De deelnemer gebruikt voornamelijk de kolommen en muren om grenzen 
te maken. De referentiepunten komen in de black box te staan maar pas nadat ik vraag of hij/zij ook actoren zou willen toevoegen. 
Het eindresultaat is een “black box” die het gebrek aan informatie symboliseert. Een semi-transparante grens geeft aan dat hij/zij al 
iets weet vanuit eigen ervaring. Een gazen grens geeft de vooroordelen aan waarvan hij/zij zich meer bewust moet zijn. Een 
“zwaar” dak begrenst de compositie van de bovenkant en symboliseert het zwaarwegende gevoel dat hij/zij informatie mist en 
daarom niet als zichtbaar is op dit moment. De doelgroepen staan binnenin: (1) bal = basisschool leerlingen, deze zijn wat 
onschuldiger/bewegelijk. (2) kubus = middelbare scholieren, deze zijn wat serieuzer. (3) familie. De objecten zijn even groot omdat 
ze allemaal op dit moment en een grote rol hebben en even belangrijk zijn. Ze staan in de black box omdat hij/zij nog niet genoeg 
van de actoren weet. 


Eindcompositie Het eindresultaat beeld een black box uit. De compositie staat symbool voor de kennis die in deze fase ontbreekt (dichte grenzen). 
Het semi-transparante vlak verwijst naar de kennis die hij/zij uit eigen ervaring heeft over de case. Het gaas staat beeld de 
mogelijke vooroordelen uit waar hij/zij zich bewust van moet zijn tijdens het behandelen van de case. De doelgroepen staan in de 
black box.   


Conclusie uit  
observatie:


De deelnemer gebruikt de taal om de beschikbare informatie in kaart te brengen; vanuit de casebeschrijving en uit eigen ervaring 
(ander type grens, hier moet hij/zij zich bewust van zijn). De compositie is gemaakt vanuit zijn/haar perspectief: wat weet ik? wat 
weet ik niet? waar moet ik voor uitkijken? etc. 


Conclusie uit  
evaluatie:


“Voor mezelf duidelijker te krijgen/uit te beelden hoe ik in eerste instantie deze opdracht interpreteer/beschouw.”


Fase 3 - Develop De deelnemer begint deze fase meteen met het afbreken van de vorige composite. Hij/zij zegt meteen al twee mogelijke 
oplossingen in zijn hoofd te hebben en bouwt deze na. Hij/zij gaat ervan uit dat er nu meer duidelijkheid is in deze fase in wat kan 
en moet. Daarom worden de grenzen (letterlijk) transparanter. Het eindresultaat zijn twee rechthoekige composities die de 
basisschool omgeving en middelbare school omgeving voorstellen. De situatie is meer open dan in de vorige compositie. Een 
dichte muur blijft staan omdat nog niet alles duidelijk is. De basisschool is iets groter omdat deze omgeving voor hem belangrijker 
is. De actoren blijven dezelfde vorm behouden. Hij/zij twijfelt wel over de grootte van deze vormen (had liever een tussenmaat 
gehad). Naast de kubus van de middelbare scholieren komt een piramide te staan wat een interventie moet voorstellen. Hij/zij wil 
gebruik maken van ervaringsdeskundigen die langskomen in de klas om met de doelgroep te praten. De deelnemer weet uit eigen 
ervaring dat deze actor veel invloed heeft op de doelgroep en is daarom even groot. Een soortgelijke aanpak kan ook op de 
basisschool maar dan anders en meer gefocust op familie waarschijnlijk. Hier wordt daarom voor een kleinere piramide gekozen. 
De twee omgevingen hebben eenzelfde vorm omdat de strategieën op elkaar aan moeten sluiten (redeneert hij/zij achteraf, 
terugkijkend op de compositie). Hij/zij mist semi-transparante platen om de compositie compleet te maken, Het dak is verdwenen 
omdat de onwetendheid die voor hem/haar persoonlijk zwaar weegt minder is geworden in deze fase.


Eindcompositie De begincompositie wordt afgebroken en er komen twee nieuwe composities voor in de plaats die twee mogelijke aanpakken 
verbeelden. De vormentaal van de nieuwe composities is wel afgeleid van de eerste. 

De compositie is transparanter geworden. Dit geeft weer dat er waarschijnlijk in deze fase meer kennis is over de case (maar nog 
niet alles is duidelijk). Het probleem is opgesplitst in twee oplossingen: de ene gefocust op de jongens 10-12 (basisschool), de 
tweede op jongens 12-14 (middenbare school). De piramide geeft een mogelijke interventie aan. De groottes geven de mogelijke 
invloed weer. 


Conclusie uit  
observatie:


De groepen veranderden veel geleidelijker de compositie. Deze deelnemer doet dat meteen door als uit elkaar te halen en opnieuw 
op te bouwen. Wel komen er soortgelijke composities voor in de plaats. Voor de deelnemer beelden de grenzen aan welke 
informatie hij/zij wel/niet tot zijn beschikking heeft. Hij/zij maakt dus de beschikbare informatie tastbaar met behulp van de 
vormtaal. Opvallend is dat de deelnemer soms maar iets lijkt te doen, dat zei hij/zij ook zelf, maar dat hij/zij achteraf als ik ernaar 
vraag wordt gedwongen om te redeneren waarom hij/zij iets heeft gedaan. Vaak zit er dan wel een kern van waarheid in. 


Conclusie uit  
evaluatie:


“Uitleggen waarom ik voor een bepaalde oplossing zou kiezen, plus enkele randvoorwaarden.”


SCprof. #2
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Fase 2 - Define Fase 3 - Develop


1 Met welk doel heb je de vormen 
gebruikt in deze ronde?


Probleemdefintie Communicatiestrategie


2 De vormentaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


3 - Ik weet nog niet of de vormentaal helpt bij 
helder krijgen probleem of juist beperkt


4 - het maakt spelers en hun rollen wel 
zichtbaar.


3 De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


3 - Is voor mij nog niet duidelijk. 4 -  Deels, De realiteit is uiteraard veel 
complexer dan de vormtaal. Zeker bij een 
lastige, maatschappelijke casus als deze 
moet je wel de complexe achtergronden 
kennen. Zeker als je de boodschap gaat 
formuleren. 


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


2 - Voor mij nu nog onduidelijk of eenvoudige 
vormen (+ beperkt aantal vormen) de complexe 
relaties kunnen weergeven


4 - Maakt inzichtelijk welke partijen en welke 
rollen ze kunnen hebben in je strategie, maar 
niet over complexe intenties, 
maatschappelijke context, belangen, etc.


5 De vormentaal draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


4 - Maakt een en ander wel visueel, maar 
vereenvoudigde weergave.


5 - Helpt zeker bij concreet maken wie praat 
met wie en waarom.


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


1 - Nog niet gezien/ervaren 1 - Niet aan de orde geweest.  
Veranderingen zou kunnen, onzekerheden 
niet gemakkelijk te vangen, te subtiel. 


SCprof. #3


1


1 Evaluatie Deel A


1 Ben je een taaldenker/beelddenker? De deelnemer is voornamelijk een taaldenker. uit de gesprekken maak ik op dat hij/zij normaal 
gesproken veel werkt met mindmaps als het om het maken van strategieën gaat (dus wel 
visueel, maar vooral met tekst en twee-dimensionaal). Hij/zij vond het gebruik van de vormentaal 
dan ook moeilijk. Hij/zij geeft aan er vaker mee te moeten werken om het een toegevoegde 
waarde te laten zijn. Hij/zij noemt de vormentaal vaak “eenvoudig” en vindt dat er “beperkte 
vormen” zijn. Spreek/schrijftaal heeft ook beperkingen maar hij/zij is nog niet overtuigd of de 
vormentaal helpt in complexe communicatievraagstuk of dat het te gelimiteerd is. Als ik 
doorvraag waarom hij/zij het gelimiteerd vinden geeft hij/zij aan dat door gebruik vormentaal je 
de werkelijkheid vereenvoudigd weergeeft. Maar de complexiteit van de werkelijkheid is wel heel 
belangrijk in zo’n geval. De doelgroep heeft namelijk niet maar “1 dimensie” maar er zit een hele 
wereld van verhalen achter de jongeren die we niet kennen. Hij/zij is op zoek naar een individuele 
aanpak maar de vormentaal beperkt hem/haar daarin. Hij/zij denkt dat de vormentaal bruikbaar 
is tot een bepaald moment. Het helpt namelijk in het inzichtelijk maken van de rollen, je overziet 
het veld. Maar je moet het ook los kunnen laten als het concreter wordt, bijvoorbeeld als het 
gaat over de daadwerkelijke boodschap. Dat ligt veel genuanceerder dan de vormentaal. 
Objecten die je kan aanpassen, zoals van klei, zouden hier misschien beter in werken. 


2 Was het duidelijk op wat voor 
manier je de vormentaal kon 
gebruiken?


Hij/zij zegt geneigd te zijn om ja te zeggen. Uitleg was voldoende maar de deelnemer dacht dat 
het misschien ook aan hem/haar lag dan hij/zij niet zo snel wist wat hij/zij met de taal moest. Hij/
zij geeft aan een taaldenker te zijn en het niet gewend te zijn om met vormen te werken. Als ik 
vraag of de verbindingsmogelijkheden van de taal wel duidelijk waren zegt hij/zij van wel, maar 
hij/zij heeft het niet gebruikt. 


3 Welke extra informatie had je graag 
gewild voor het gebruik van de 
vormentaal?


Hij/zij geeft aan dat een voorbeeld waarschijnlijk had geholpen. Hoe wordt het door anderen 
gebruikt? Maar hij/zij begrijpt ook waarom dat niet kan omdat het te veel beïnvloedt. Ook zegt 
hij/zij dat bij een makkelijkere casus, of eentje waarmee hij/zij meer gewend is, hij/zij misschien 
meer aandacht had kunnen besteden aan de vormentaal. Als ik het idee van een “dimensie 
boekje”  uitleg zegt hij/zij dat dat hem/haar een goed idee lijkt en dat dat waarschijnlijk wel had 
geholpen. 


4 Zie je toepassingen voor het 
gebruik va de vormen in je eigen 
werk?


Ja op zich wel. Bijvoorbeeld als ze “middag op de hei” meeting hebben met het team. Dan zijn 
ze vaak op zoek naar middelen die de creativiteit losmaken. Anders wordt het snel praktisch en 
ze willen juist nieuwe ideeën genereren. Nu gebruiken ze bijvoorbeeld serious lego, maar 
vormentaal zou ook kunnen helpen. Ook zou hij/zij het graag een keer op een casus toe willen 
passen. 


5 Heb je nog op/aanmerkingen over 
het ontwerp van de vormtaal? 
Kwam je dingen te kort? Wat vond 
je van de hoeveelheid variatie? etc. 


Hij/zij zou graag iets van klei zien, zodat je eigen vormen kan maken. Het gaas gaf daar niet 
voldoende neiging voor. Hij/zij heeft heel veel niet gebruikt. Hij/zij heeft het ook niet echt gezien 
of overwogen om te gebruiken. Nu  hij/zij het gaas ziet had hij/zij misschien liever daar de muur 
van willen maken omdat het meer als een filter te zien is: wel zien maar bewust afstand nemen. 
Hij/zij denkt dat het ook onwennigheid is. 
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Fase 2 - Define De deelnemer gaat gelijktijdig aan de slag met het probleem bespreken en de vormentaal. Hij/zij vraagt zich meteen af: “wat zijn de 
structurele factoren in de case?”. Hij/zij gebruikt hel letterlijk de ‘structuurelementen’ of deze factoren aan te duiden. Vervolgens 
pakt hij/zij de lineaire elementen en gebruikt deze als “peilers”. Er zijn vier vaste elementen in het verhaal: jongens  10-12, jongens 
12-14 (doelgroep), moeders en broers (beïnvloeders). Een dikke muur staat in tussen de moeders en de doelgroepen. Vervolgens 
vraagt hij/zij zich af wat de “referentiepunten” zijn in deze case. Referentiepunt: is er een point of no return? Hij/zij maakt een 
“slippery slope” waar de referentiepunten op komen te staan. Als ik vraag waarom hij/zij voor deze vormen heeft gekozen legt hij/
zij uit dat het vooral een praktische keuze is: deze vormen blijven staan op de helling. Hij/zij geeft wel aan dat als hij/zij nu terugkijkt 
hij/zij waarschijnlijk wel een bewuste keuze heeft gemaakt voor de piramides ten opzichte van de kubussen omdat een kubus een 
te “hermetische” afsluiting aangeeft. Langs de piramide kan je beter kijken.


Eindcompositie Het eindresultaat is een vrij simpele uiteenzetting van de actoren (lineaire elementen) met een “slippery slope” en een muur tussen 
de moeders en de jongens in. De referentiepunten geven een punt van no return aan.


Conclusie uit  
observatie:


Hij/zij neemt de namen van de elementen heel letterlijk. Eigenlijk gebruikt hij/zij de verschillende type elementen van de vormentaal 
om de case te analyseren: “wat zijn de structurele elementen?” “wat zijn referentiepunten”. Keuzes in vorm zijn puur praktisch en 
wat voorhanden ligt. Wel reflecteert hij/zij op het kiezen van de piramides dat nu hij/zij erover nadenkt hij/zij bewust ook die keuze 
had gemaakt. De deelnemer ging meteen aan de slag met de vormentaal. Hij/zij gebruikt ook maar weinig mogelijkheden. 


Conclusie uit  
evaluatie:


“Probleemdefinitie”


Fase 3 - Develop In deze fase stelt de deelnemer eerst veel vragen, hij/zij gebruikt in eerste instantie veel woorden en gaat later pas aan de slag met 
de vormentaal. Hij/zij begint opnieuw met een compositie. De vormen houden wel dezelfde waarde/betekenis. Hij/zij zegt dat er 
twee grote doelen zijn: (1) bewust maken van de gevaren (2) overtuiging geven van het lonen van een “normale” toekomst. Twee 
grote kubussen visualiseren deze doelen. Kleine piramides worden de goede beïnvloeders (omdat er niet genoeg kleine kolommen 
zijn lijkt hij/zij nu over te gaan op de andere vormen) kleine kubussen woorden slechte beïnvloeders. Lange lineaire elementen 
beelden nu de verbindingen uit tussen de verschillende actoren en beïnvloeders. Een dikke muur wordt toegevoegd om de 
doelgroep te scheiden van de slechte beïnvloeders (achteraf geeft hij/zij aan hier liever een stuk gaas te hebben gebruikt maar die 
had hij/zij nog niet ontdekt). Vervolgens stelt de deelnemer de vraag: wie communiceert met de jongens? Hij/zij maakt de 
compositie breder. Politie en gemeente worden als actoren toegevoegd: twee kleine bollen omdat hij/zij voor de doelgroep niet 
heel relevant zijn/weinig invloed hebben. Hij/zij voegt rolmodellen toe en combineert hiervoor de kubussen met de piramides om te 
symboliseren dat dit slechte beïnvloeders waren, die  nu goed zijn. De strategie is tweeledig: (1) gebruik maken van jongens uit de 
eigen gemeenschap waarmee hij/zij zich kunnen identificeren, soort vertrouwenspersoon. (2) Minder vatbaar maken voor slechte 
pad door beïnvloeders als “onderwijs”. Deze wordt bewust iets verder weg geschoven van de andere positieve beïnvloeders omdat 
deze minder invloed heeft. Ik vraag wat afstand/grootte voor hem/haar betekent: afstand betekent dat er een lange weg te gaan is 
naar de twee hoofddoelen. Grootte heeft twee betekenissen: (1) letterlijk de grootte van de doelstellingen, moeilijk te bereiken met 
een communicatiestrategie en (2) mate van invloed. Na het beëindigen van de laatste fase komt de deelnemer het gaas tegen. Bij 
nader inzien had hij/zij liever het gaas gebruikt als afscheiding. Dit beeld een afscherming aan waarbij het negatieve pad wel 
zichtbaar is en het een bewuste keuze is van de doelgroep om richting de goede doelen te gaan.


Eindcompositie De compositie is flink veranderd. De korte lineaire elementen houden betekenis behouden (jongens 10-12, en 12-14, moeders, 
broers). Twee grote kubussen geven de doelen aan. Deze staan ver weg en zijn lastig te behalen met communicatie. 
Referentiepunten zijn beïnvloeders. Lineaire elementen geven de verbindingen weer tussen de actoren. Een muur van gaas 
schermt de doelgroep af van het negatieve pad.


Conclusie uit  
observatie:


De deelnemer gebruikt de vormen vooral om de verschillende actoren mee uit te beelden, de doelen van de strategie en de paden 
die daartoe leiden. Muur is toegevoegd om de doelgroep af te schermen van het slechte pad (alleen visuele betekenis?). Hij/zij 
gooit bij de tweede fase de compositie geheel om waardoor probleem <-> oplossing minder duidelijk is.


Conclusie uit  
evaluatie:


“Communicatiestrategie”


SCprof. #3
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Fase 2 - Define Fase 3 - Develop


1 Met welk doel heb je de vormentaal 
gebruikt in deze ronde?


n Weet ik niet


2 De vormentaal ondersteunt de 
onderlinge discussie (schaal 1-5, 1 
is helemaal oneens, 5 helemaal 
eens)


4 - Je brengt meer perspectieven/actoren in beeld 
dan zonder vormentaal.


Alleen als de communicatie propositie 
scherp is.


3 De vormentaal draagt bij aan het 
overzichtelijk maken van de 
complexiteit van het probleem


4 - Zie boven 3 - Het maakt duidelijk dat de 
communicatievraag niet duidelijk is.


4 De vormentaal draagt bij aan het 
duidelijk maken van verschillende 
relaties


4 - Ja, je kan stukken/vormen ten opzichte van 
elkaar plaatsen.


2 - Niet specifiek voor communicatie in deze 
fase.


5 De vormentaall draagt bij aan het 
tastbaar maken van abstracte 
ideeën. 


4 - 3 - 


6 De vormentaal draagt bij aan het 
inzichtelijk maken van 
veranderingen en onzekerheden.


2 - Dat zie ik in deze case nog niet terug. 2 - 


SCprof. #4
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1 Evaluatie Deel A


1 Ben je een taaldenker/beelddenker? De deelnemer zit in het midden. Hij/zij vind het wel lastig werken met de vormentaal. Hij/zij 
moest zoeken naar hoe dit hem/haar kon helpen. Hij/zij kan zich wel voorstellen dat als hij/zij het 
had kunnen voorbereiden het wel beter werkt. Bijvoorbeeld als je aan tafel zit met een 
opdrachtgever omdat je een andere sfeer bereikt. Ook omdat het niet veel wordt gebruikt.


2 Was het duidelijk op wat voor 
manier je de vormentaal kon 
gebruiken?


Nee ik doe maar wat, maar dat is niet erg.


3 Welke extra informatie had je graag 
gewild voor het gebruik van de 
vormentaal?


Als je het gebruikte met samenwerking opdrachtgever. Hij/zij had zich graag willen voorbereiden 
erop: wat wil ik uitbeelden en hoe ga ik dat doen? Hij/zij had graag foto’s willen zien met korte 
uitleg van andere cases voor inspiratie. 


4 Zie je toepassingen voor het 
gebruik va de vormentaal in je eigen 
werk?


Hij/zij denkt dat het meer op beleidsvraagstukken toepasbaar is. In communicatievraagstukken 
werkt het minder denkt hij/zij. Meer nut in eerste diamond. 


5 Heb je nog op/aanmerkingen over 
het ontwerp van de vormtaal? 
Kwam je dingen te kort? Wat vond 
je van de hoeveelheid variatie? etc. 


Hij/zij heeft vooral de referentiepunten gebruikt. Hij/zij wist van de structuur elementen niet hoe 
hij/zij die  moest gebruiken. Het was niet duidelijk hoe hij/zij die in elkaar kon zetten. Grote 
objecten kunnen een slag kleinere en de verhoudingen tussen de ref. punten misschien anders. 
Veel formaten. 1 formaat is voor hem/haar prima als je die modulair kan gebruiken.


SCprof. #4
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Fase 2 - Define De start is vrij moeizaam. De deelnemer zegt normaal zo’n opdracht terug te sturen naar de opdrachtgever omdat hier geen 
communicatiestrategie op te maken valt. Eerst moet er een beleidsstrategie komen. Na wat overleg spreken we af dat we nu doen 
of hij/zij de communicatiespecialist is bij het maken van de beleidsstrategie. De platen worden plat op de tafel gelegd en geven de 
verschillende wijken/delen van Rotterdam aan Referentiepunten worden aan de wijk Charlois toegevoegd. De verschillende 
groottes geven de verschillende leeftijdsgroepen weer (kleine piramide = 10-12, grote piramide = 12-14). Grote bol is de 
criminaliteit = slechte invloed. Kubussen zijn goede beïnvloeders. De deelnemer geeft aan dat doordat je het in beeld kan brengen 
hij/zij nu meteen ziet waar hij/zij zich op kan richten. Zijn/haar eerste idee was namelijk zich te focussen op de jongeren, maar nu 
ziet hij/zij duidelijk dat beïnvloeders en criminaliteit ook mogelijkheden zijn voor het richten van de communicatiestrategie. Hij/zij 
begint over de “zichtbaarheid” op de criminaliteit. De grote piramide is de politie. Groot omdat hij/zij alleen in contact komen met 
de grote criminaliteit, de rest blijft onzichtbaar. Als ik vraag of hij/zij deze onzichtbaarheid ook kan uitbeelden worden kleine bollen 
toegevoegd in Charlois om de onzichtbare (voor de politie) criminaliteit aan te geven. De politie kijkt daar als het ware “overheen”. 
De locaties die in de tekst worden genoemd (hip/hop scene, vechtscholen, etc.) worden toegevoegd als een letterlijk gebouwtje. 
De wanden zijn bewust van hout omdat er geen zicht is op wat er zich binnen afspeelt. Hij/zij vraagt zich af wat nu echt het 
probleem is. Is het dat de wijken minder populair worden door de overlast? Pas op het niveau van de grote bal criminaliteit is het 
volgens hem/haar echt een probleem.


Eindcompositie De eindcompositie is vrij rommelig. Er worden veel referentiepunten gebruikt als actoren. De platen geven verschillende wijken 
weer in waar het probleem zich afspeelt.  “Huisje” geeft een sportschool o.i.d. aan waar weinig zicht op is. Grote vormen zijn de 
heftige criminaliteit en de politie. Kleine brokjes criminaliteit vinden plaats in de wijk maar kijkt de politie “overheen”


Conclusie uit  
observatie:


De deelnemer gaat telkens systematisch de case door en vraagt zich af: “wat kan ik nog meer uitbeelden”. Hij/zij gebruikt als het 
ware de vormtaal om alle gegeven informatie in kaart te brengen. 


Conclusie uit  
evaluatie:


“Situatieschets/inzichtelijk maken wat de case is.”


Fase 3 - Develop Hij/zij begint ongeveer opnieuw, maar het wordt vrij rommelig. De nieuwe compositie wordt bovenop de “wijken” gebouwd maar 
die platen lijken hun betekenis te verliezen. De gesloten “sportschool” wordt nu een naschoolse opvang (voor de basisschool) met 
transparante muren en bewust geplaatste actoren. Eenzelfde ruimte wordt gemaakt voor de tweede doelgroep, jongens 12-14. 
Deze kan je niet op school houden. Muren blijven daarom ondoorzichtig. Wel kan je in deze gesloten omgevingen professionele 
begeleiding plaatsen. De deelnemer loopt weer vast op het feit dat het “geen communicatieprobleem” is. Ik kan de deelnemer niet 
verder helpen. Hij/zij zegt dat het leuk is om de doelgroepen in kaart te brengen maar dat hij/zij hier verder niets mee kan door de 
case. Er komt geen oplossing.


Eindcompositie Er wordt niet echt een eindresultaat bereikt in deze fase. De compositie geeft twee locaties weer die de dichte “sportschool” 
vervangen. Voor  de basisschool is er een naschoolse opvang, een stuk transparanter met professionals die erbij worden geplaatst. 
Voor middelbare scholieren is het moeilijker. Muren blijven ondoorzichtig maar profesionals worden erbij geplaatst om invloed uit te 
oefenen.


Conclusie uit  
observatie:


In eerste instantie gaat de deelnemer wel aan de slag met het probleem. Er worden twee omgevingen gecreëerd waar de jongeren 
onder goede begeleiding naschoolse activiteiten kunnen doen. Actoren als politie e.d. blijven staan op dezelfde plek, maar ik vraag 
me af of die nog betekenis hebben of dat hij/zij daar gewoon zijn “achtergelaten”. Na een tijdje geeft hij/zij op omdat hij/zij het geen 
communicatieprobleem vindt en hier niets mee kan.


Conclusie uit  
evaluatie:


"Weet ik niet”


SCprof. #4
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Figure i Reading between the lines - Gijs Van Vaerenbergh 


(Dujardin, 2012) [left]


Figure ii Reading between the lines - Gijs Van Vaerenbergh 


(Dujardin, 2012) [right]


This project by Gijs van Vaerenbergh is a perfect example of the use 


of form language in architecture. With the minimum amount of 


forms, other materials and not even the same function Vaerenbergh 


is able to communicate unmistakably the typology of a church.
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This research is part of my graduation project on form 


language in architecture and communication. This thesis is 


the first of three parts of a double degree in Architecture and 


Science Communication. 
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Explore Lab with the ambition to combine the fields of 


architecture and communication in one project. It all started 


with the question if it is possible to create a form language 


for communication. Or better said: a new language that is 


based not on representation (like visualisations and spoken 


language are), but on a more intrinsic manner of communi-


cation. And, if we want to do so, can we then learn something 


from the way architecture communicates? But in order to 


answer these questions, I first had to understand if and how 


architecture is able to communicate. With this goal, I started 


this research, of which the results are laying in front of you. 
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1. Explore lab research - speaking architecture (12 ECTS)


2. Explore lab design - Markthal Haarlem (45 ECTS)


3. SEC thesis - Form language in communication (35 ECTS)
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Architecture communicates. Through its appearance it can 


communicate a function, time or place, or some kind of ideal. 


However, architecture does not communicate with words like 


humans do: instead, it communicates through forms, spatial 


organisation and materialisation. The problem is, architec-


ture is usually not designed to communicate, but to function. 


Architects are often unaware of the message their design can 


communicate. In other words: architects rarely design from 


a communication perspective. It can, however, be interesting 


to elaborate on this subject in order to gain a better under-


standing of communicative meaning in architecture and to 


design architecture from a communication perspective. 


This research connects the fields of architectural and 


communication inquiry in order to find out what and how ar-


chitecture can communicate. This is done through a literature 


study and a comparative analysis of three case studies. Three 


fields of inquiry are addressed: the language of architectural 


styles, Gestalt theory and semiotics of architecture. 


The most obvious way to approach architectural meaning 


and communication is through the analogy with language. 


Summerson (1980), Zevi (1978) and Wittkower (1996) all 


described architectural styles deriving from this analogy.


Although these writers all describe a different architectural 


style, some concepts make an appearance in all their writ-


ings: aesthetics, proportion, symmetry and geometry are 


some of the most recurring principles in the literature on the 


meaning of architectural style. 


The second field of inquiry, Gestalt, explains how we perceive 


the things we see as such. The Gestalt laws of perception 
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describe how we are able to simplify the chaotic world around 


us. Through these principles, architecture is able to make 


complexity comprehensible.


The third field of inquiry, semiotics, teaches us that meaning 


arises from the relation between the object, the sign and 


the person. This means that meaning in architecture is 


subjective and dependent on context. Moreover, this means 


that architectural meaning can be acquired through gained 


knowledge and experience. For example, we recognise a 


church as such because we have learned to recognise its 


typical architectural forms. This research states that there is 


a more intrinsic way of architectural communication as well. 


This means that not all meaning in architecture is acquired, 


but it can also be experienced intrinsically. Concepts as scale, 


proportion, rhythm and symmetry intrinsically express a 


type of meaning that is understood by a wide audience in the 


same manner. Because this type of architectural communica-


tion is rooted more deeply and is less dependent on personal 


context, it is also more enduring than acquired meaning. 


This literature study and the case studies result in a list of 


architectural principles that contribute to the communication 


of architecture and a number of intrinsic and acquired 


meanings of architecture. Figure I shows how communication 


in architecture works. 


Through the principles described in figure I, architects are 


able to shape the messages of their design. Furthermore, 


this insight can help to create the fundamentals for a form 


language of communication in a subsequent research. 







Meaning
Formal aesthetics (Prak, 1968)


• Power
• Hierarchy
• Harmony/order
• Definition of space
• Boundaries
• Orientation
• Behaviour


Intrinsic


• Function/typology
• Time/place
• Metaphor
• Symbol 


Acquired


Emotion
Symbolic aesthetics (Prak, 1968)


e.g. ‘honest’, 
‘truly modern’, 
‘barbarian’ vs. 
‘good’, etc. 


Principles


• Proportions


• Scale


• Rhythm


• Symmetry


• Geometry


• Openness


• Angularity


• Materialisation


• Light


Form


Space


Context


Building


Scales


Object


Architectonic sign
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“Architecture is not mute. It’s an art of 


communication. It tells a story. 


– Libeskind (2009)
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Architecture communicates. Through their appearance, 


buildings can provoke meaning. Because architecture is 


everywhere, architectural communication addresses us all. 


The way we experience architecture is personal. Architects 


can, however, influence the way we experience architecture 


through their design. This research connects the fields of 


architectur and communication in order to find out what and 


how architecture can communicate. Before we go further into 


the aim of this research, I will illustrate what is meant by 


architectural communication through three examples. 


First, and most obvious, architecture can communicate a 


specific function. This can be done through architectural style 


(Venturi, Scott Brown, Izenour, 1977), as well as through 


specific architectural forms, for example: bell towers denote 


the presence of a church; tall chimneys clearly belong to an 


industrial site; minarets to a mosque; after its introduction 


in the ‘60s by Mies van der Rohe, the curtain wall became 


the sign of an office building (Jencks, 1980); and the pitched 


roof is a sign for dwellings (at least in Northern European 


countries, Jencks, 1991). 


Second, architectural styles can denote a specific time or 


place. For instance, most people immediately recognise the 


wooden structures, decorated roofs, bright red and green 


colours, symmetry and openness as the elements of Chinese 


architecture. Every culture has its own architectural styles 


and we have learned to recognise their forms and link them 


to a certain location. The same holds for the message of time. 


When we see a Gothic cathedral we would assume it was built 


in the Middle Ages and not fifty years ago. These kinds of 


messages presume some kind of knowledge. We have seen 
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and learned that there is a difference between architecture 


here and there, and between architecture then en now.


Third, architecture can communicate some kind of ideal. 


The symbolic meaning of architecture can probably be 


best described using the example of the Gothic cathedral. 


Everything about the Gothic cathedral has a symbolic 


function, connoting the presence and power of God on earth.


These examples show different ways in which architecture 


can communicate. But wherever there is communication, 


there is an inherent risk of misinterpretation. What happens 


for instance, when the function of a building changes? For 


example, when a church is transformed into a dwelling, 


everything still suggests it is a church: the stained glass 


windows, high roof, rounded choir and finally the tower, 


Box 1: Form versus shape


‘Form’ is inclusive and can have multiple meanings. 


There is a subtle difference between the definitions of 


‘form’ and ‘shape’ used in this research:


Form


Here, form refers 


to an architectural 


mass. A form is a three-dimensional object. It is 


something that you can touch. Form and contraform are 


fundamental principles in architecture.


Shape


A shape is a 


two-dimensional 


representation of a form. For instance: the floorplan of a 


Gothic church has the shape of a cross. 







4 Part I - “Speaking Architecture


rising above the surrounding buildings. The building speaks 


and breathes “I am a church”. However, behind the large 


windows you will not find a space for prayer, but a couch, TV, 


kitchen, bed- and bathroom. The question is, what is this 


building? Is it a church? Or is it a home?


A second example of misinterpretation or misusage of form 


language occurs when we borrow existing form language. 


This can be seen in the massive social housing project 


of Ricardo Bofill in Paris (1978 – 1983). Strong historical 


references are made toward three typologies: ‘Le Palacio’, ‘Le 


Theatre’ and ‘L’Arc’. In the design of ‘L’Arc’ it was the goal 


of the architects to “render a functional symbol considered 


afunctional throughout its long historical use” (James, 


1988, p. 88), referring here, of course, to the triumphal arch. 


Classical forms and proportions were used, resulting in 


a highly monumental postmodern building that reminds 


of earlier times. It was the goal of the architect to create 


monumental and luxury social housing, but now, almost 35 


years later, there is nothing monumental or heroic about 


the complex and the references seem odd: the complex is 


disrupted from its context. The buildings are faded glory and 


located in what might have become one of the most problem-


atic suburban areas of Paris at this moment. 


Figure 1.1 ‘Le Palacio, Le Theatre and L’Arc’, Bofill, Paris 


(Romero, 2015)
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By now, it should be clear that architecture does not 


communicate with words like humans do. Architecture 


communicates through a non-verbal language consisting 


mostly of form and contraform. But, as we will see in this 


research, speaking architecture is not only a matter of form. 


What makes dealing with communication in architecture 


such a complex task, is primarily the size of the issue. 


Everything that surrounds us contributes to this communi-


cation. From urban context to street signage, from buildings 


to material and from space to furniture, everything, on every 


scale, communicates. Even non-tangible elements such as 


light, heat and humidity are part of the human perception of 


architecture. Furthermore, architectural communication (like 


every form of communication) is dependent on the interpre-


tation of the receiver. Therefore, architectural communication 


is very subjective. Finally, as the examples also show, there 


is a fourth dimension to architectural communication: 


time. Architecture is more durable than any other means of 


communication. Gothic cathedrals even lasted for centuries, 


during which the societal context and the role of the building 


in society changed tremendously. A building’s message can, 


therefore, change multiple times during its lifespan. Either 


because the architectural signs are interpreted differently or 


because the function of the building has changed. 


Through design, architects can, up to a certain point, shape 


the meaning a building can provoke. Architects, however, 


rarely dwell upon the complexity of architectural communi-


cation described above. From a personal perspective, I even 


dare say that architects are not used to thinking about the 


meaning of their designs at all (it is not something that I 


learned in my architectural education).
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1.1 Research goal


The goal of this research is to gain a better understanding 


of communicative meaning in architecture in order to 


design architecture from a communication perspective. 


Furthermore, the results of this research will be used to 


create the fundamentals for a (four-dimensional) form 


language of communication in a subsequent research.


Note that it is not the goal to make a full list of architectural 


properties or signs. As the divergent results and interpreta-


tions of many theorists have shown (Eco, 1980; Forty, 2004; 


Jencks, 1980, 1991; Jordy, 2005; Prak, 1968, 1977, 1979; Preziosi, 


1979a, 1979b; Summerson, 1980; Venturi, 1977; Wittkower, 


1996; Zevi, 1978), this is simply impossible and it would be 


naive to think this research would result in the ultimate 


truth. In the case of communication in architecture there 


are multiple truths, as Jencks (1980) also underlines: “The 


nature of architecture is diverse enough to defy all attempts 


at definition and elastic enough to make them all, partly, 


correct” (p. 71).


1.2 Research question & scope


To reach this goal, it is necessary to find out what architectural 


principles play a role in architectural communication and in what 


way. This research question is two-sided: (1) what architectural 


principles contribute to the communication of architecture and (2) 


what meaning do we assign to these principles? It is impossible 


to treat every aspect of architectural communication at 


the same level, and therefore choices had to be made. In 


this research, the focus is on the visual communication of 


architecture, because architectural form, composition and 


materialisation result in direct signification (Preziosi, 1979a) 
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and are dominant over other forms of communication in 


architecture (Jencks, 1980). The term ‘visual’ is chosen as an 


umbrella term that covers both the three-dimensional (form 


versus contraform) as two-dimensional (materialisation) 


aspect of architectural communication. Other influences on 


human perception like smell, heat, and humidity are outside 


the scope of this research.


1.3 Research method


This research consists of two parts: a literature review 


and three case studies. The two parts were simultaneously 


executed. Figure 1.2 summarises the research method.


Literature study


The literature study focuses on the link between the fields 


of architecture and communication. First, a broad literature 


study is done on the topic of architectural language and 


meaning. Different search engines were used. However, the 


library of the TU Delft gave the most promising results. 


Search terms included: communication, semiotics, architectural 


language, meaning and form language. Combined with: architec-


ture, AND / OR built environment. 


This search resulted predominantly in books of architectural 


theorists in the ‘80s. Further research was done using the 


references of these results and looking for literature referring 


to these primary sources. Finally, another search was done 


that focused on more recent sources using both the primary 


sources and earlier mentioned search terms in various 


research engines including Google Scholar and Scopus.


Chapter 2 discusses the outcomes of this study. Relevant 
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information from this literature is brought together and 


conclusions are formed. The theoretical background covers 


the fields of Gestalt, semiotics and the language of architectural 


styles. It gives a better understanding of the topic and results 


in a framework that proposes how architectural communica-


tion could work. 


Case studies


This framework is filled in by means of a comparative 


analysis of three case studies, using written texts, drawings, 


photographs and scale models. Three buildings were 


analysed. The case studies were selected using the following 


requirements:


1. They must contain three different typologies 


In order to not limit ourselves to typological signification (see 


Chapter 2 for more explanation).


2. Building typologies were at the centre of society during 


the time of their construction 


More thought and effort is put into building types that are of 


great importance for their time.


3. Buildings are of significance for their typology 


Significant buildings are more discussed. Drawings and 


literature is more likely to be available.


 


The typologies that were chosen for this research are a 


church, an industrial building and an office building. The church 


was the centre of society during most of the Gothic ages. 


Its form language associates with religion and a higher 


power. Industrial buildings announced the arrival of a 


modern language of architecture and the robust buildings 


and tall chimneys were a symbol of innovation. After the 
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Second World War, office buildings formed the central point 


of a capitalist society. Modern architecture and glass office 


buildings became the symbol of a better, post-war, future 


and of innovation.


Within these building typologies, three buildings were 


selected that meet the selection criteria:


1. Grote of Sint Bavokerk (1370 - 1520), Haarlem 


What architectural principles play a role in architectural 
communication and in what way?


Conclusion


Case studies


Seagram building


AEG Turbine Factory


Grote of Sint Bavokerk


Literature study


Gestalt 


Semiotics


Language of architectonic styles


Figure 1.2  Research method







10 Part I - “Speaking Architecture


The church functioned as a landmark and business card of the 


city. Typical Gothic church with a cruciform plan (de Boer, et. 


al, 1985).


2. AEG Turbine Factory (1909), Berlin – Behrens 


The factory can be seen as a symbol for the prowess of the 


people and expression of political and economic power (Moro, 


2010). This building is believed to stand at the beginning of 


the era of modern architecture and is an example for future 


industrial architecture. 


3. Seagram Building (1958), New York – Mies van der Rohe 


The building marks the beginning of the International style. 


One of the first glass office towers. Its typology was copied 


worldwide (Flowers, 2012). 


 


The analysis is ordered using the approach of Ching (2015). 


This approach will be further explained in Chapter 3. This 


research results in an overview of the elements, composition 


and meaning of the three case studies and their relations. 


These outcomes of the case studies are compared and reflect-


ed upon, using the theoretical framework. Furthermore, Part 


II of this graduation project reflects on these results as well.











Gugenheim museum, New York (photo by Skyler Smith on Stocksnap)


“ I told them that the form of a building must 


follow its function. […] that one building can’t 


borrow pieces of another shape just like one man 


can’t borrow another man’s soul.


– Henry Cameron in The fountainhead







2. Theoretical background
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Some time ago now, I walked from Utrecht train station 


toward the city centre. Those who have come to Utrecht 


in the last couple of years know that the area surrounding 


Hoog Catherijne is equivalent to total chaos. The goal of my 


journey was right in front of me the whole time, rising high 


above the construction sites: the new Tivoli Vredenburg. 


As I was studying this rather complex building and taking 


pictures from all different angles, a friendly traffic controller 


stopped me from being run over by the busy traffic in this 


chaotic place. “I don’t get it”, he mumbled. “Why is everyone 


taking pictures of that ugly building?” I looked away from the 


building and looked at him, “sorry?” As we kept talking for 


a while it struck me: where I, as an architecture student, had 


learned to look beyond the ugly and the beautiful of archi-


tecture, this man, who was standing there for who knows 


how long, saw the building as nothing else than “ugly”. For 


some time, I tried to explain my perspective to him. How 


people see it as an ‘icon’ for the city, of how it is technically 


interesting and a modern version of a ‘gesamtkunstwerk’. But 


it was in vain. He did not care for any of that jargon and just 


found it “ugly”. 


Interpretations such as ‘ugly’ and ‘beautiful’ are but one 


way of architectural communication. And, quite frankly, not 


the one I, or other architectural theorists mentioned in this 


paper, are most interested in. This anecdote illustrates first of 


all the complexity and subjectivity of the subject. Moreover, 


it illustrates the presence of architectural communication in 


our everyday life: subconsciously, everyone comes in contact 


with architectural meaning and communication. For most, 


this is only expressed in emotions like ‘ugly’, or ‘beautiful’. 


Preziosi (1997a) recognises the presence of architectural 
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communication as well and states that “there is no human 


society which does not communicate, express and represent 


itself architectonically” (p. 6). Everyone comes in contact 


with the built environment on a daily basis: in one way or 


another, it influences our existence. Not only in a functional 


way. But, as we have seen, it also provokes emotion.


Vitruvius (ca. 80-70 BC – ca. 15 BC) was probably the first 


to address the essence of architecture. In De Architectura 


Vitruvius described that the quality of architecture lies in 


three things: ‘firmitas’, ‘utilitas’ and ‘venustas’. In other 


words: architecture should be solid, useful and beautiful. It is 


through its aesthetics that architecture is able to convey a 


message. However, as we have seen in the examples above, 


this is not always a direct message: it is a form of indirect 


and visual communication. 


Prak (1968) goes a bit further and acknowledges two kinds of 


aesthetics in architecture: formal and symbolic aesthetics. 


The anecdote above is an example of symbolic aesthetics. 


It considers terms like ‘good’, ‘bad’ and ‘honest’. Formal 


aesthetics, on the other hand, approaches architecture in 


terms of ‘proportion’, ‘rhythm’, ‘repetition’ and ‘consistency’. 


Formal aesthetics is rooted in our psychological structure and 


is more constant and objective than symbolic aesthetics. This 


study approaches architectural communication in as objective 


a manner as possible through formal aesthetics and leaves 


the emotional factor out of consideration.


There are several ways in which the subject of language or 


communication in architecture can be discussed. The theo-


retical foundation of this study is not merely rooted in one of 


these fields. Three theories on architectural communication 
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are discussed in this chapter: 


1. Language of architectural style 


2. Gestalt theory (what we see)


3. Semiotics and architecture (what we understand) 


2.1 Language of architectural style


One way to look at architectural meaning is by the use of 


analogies. The analogy between language and (in this case) 


art was already described by J. Puig y Cadafalch (1865 - 1956, 


Spanish art historian):


“Both [language and art] are media through which a culture, during 


several generations, expresses itself, a fact that counts for the static, 


retardatory character by which the imagery of languages and the 


styles of art tend to limit the creative scope of the individual artist and 


poet. This enduring matrix is broken only if a universal experience 


receives expression at the hands of a great artist or poet. In that event, 


the poet creates, as T.S. Eliot has remarked, a new language, the artist 


a new style.” (As cited in Simson, von, 1974, p. xx)


The discussion on (form) language in architecture goes 


back to the ancient architecture of the Roman and Greek 


empires. This classical form language played a great role in 


architecture up to the end of the 19th century. Vitruvius was 


the first to describe the ‘orders’ of architecture: probably the 


most well-known and recognisable elements of the classical 


language of architecture. The orders were used according to 


taste or circumstance but mostly according to means. Doric 


stands for ‘bold’, ‘severe’, ‘simple’, ‘blunt’, ‘true’, ‘honest’, 


‘straightforward’ and ‘masculine’. Corinthian, on the other 


hand, means ‘delicate’, ‘saints’, ‘slender’, ‘ornamental’ and 







‘young virgin’. Finally, the Ionic order is a hermaphrodite 


of the two (Jencks, 1991). Figure 2.1 shows the five orders 


of classical architecture (both Greek and Roman). The most 


decorative orders, like Corinthian, were used in important 


and powerful buildings, while the simple orders, such as 


Doric, were used in less expensive structures. Thus, as 


Summerson (1980) also describes, the consistent use of the 


orders make a building ‘speak’.


In ‘The classical language of architecture’, John Summerson 


(1980) explains how the classical grammar plays a continuing 


role throughout the architectural styles of the ages that 


followed. Not only the classical orders reappear in descendent 


styles. Properties like harmony, proportion and symmetry 


were also kept alive up to the 19th century (and as we will see 


later in this research, even up to now) despite the fact that 


Figure 2.1 The five orders of classical architecture 


(Summerson, 1980)


From left to right: Toscan, Doric, Ionic, Corinthian, Composite.
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the focus of these architectural principles changed.


Summerson (1980) claims the Modern Movement killed 


the classical language of architecture and even wonders if 


there is a language to modern architecture at all. This is not 


inconceivable considering the strong relation Summerson 


sees between the five orders, ornament and language. Forty 


(2004) agrees with Summerson and notes that the interest in 


architectural language and meaning declined sharply with 


modernism: “early modernist architects and critics almost 


entirely abandoned all analogies with language” (p. 77). 


Naturally, the attitude of these (postmodern) writers toward 


architectural language is somewhat biased. Most postmodern 


theorists, logically, agree that modern architecture killed 


architectural language and that it returned with the arrival of 


postmodernism. 


However, there is more to the language of architecture than 


ornamentation and classical orders and even Summerson 


(1980) admits that classical language of architecture resounds 


in modern architecture in the form of ‘rhythm’ and ‘sym-


metry’. Bruno Zevi, as a reaction to Summerson’s classical 


language of architecture (first published in 1968), wrote 


‘the modern language of architecture’ in 1978. Although 


the modernist might have thrown the classical dictionary 


overboard, this does not mean modern architecture lacks a 


language at all. Zevi describes seven principles of modern 


architecture that form the base of a modern language. 


Rationally, these principles are paradoxical to the principles 


of classical language (Box 2 goes further into this subject). 


After all, the Modern Movement was a direct reaction 


to the limiting vocabulary of neoclassical and baroque 







architecture. The industrialisation created new building types 


and techniques that called for a new language. Zevi (1978) 


underlines this when saying “modern language increases the 


possibilities of choice, while classical architecture reduces 


them” (p. 11). The rules of classical architecture suffocated 


the modernists and they rebelled against this strict way 


of working, resulting in a language and architecture that 


was the opposite in extreme. Ain Rand’s (2012) novel ‘the 


Fountainhead’ also underlines this tension in architecture at 


the beginning of the 20th century. Where the architect Peter 


Keating followed the classical traditions of that time, Howard 


Roark, the main character in the novel, chose his own path 


and designed buildings that are logical and where form 


follows function rather than a fixed set of rules. This new 


style was not immediately accepted by the public, who found 


it hard to break with tradition. 


Within this context, it is both interesting and logical that 


the subject of language and meaning in architecture gained 


popularity with the rise of postmodernism. Again, a new 


style arrived, rebelling against the principles of modern 


architecture and the International Style and returning to the 


fundamentals of classical form language. Postmodernists 


reintegrated ornamentation in design and, as Jencks (1991) 


also describes, there was again a growing focus on the 


metaphor and meaning in architecture. 


Before the literary disagreement between Summerson and 


Zevi, Wittkower (first published in 1949) wrote about the 


‘architectural principles in the age of humanism’ (1996). 


Wittkower discusses three basic principles of Renaissance 


architecture. The first is the hierarchical order of architec-


tural structures with at the bottom civil constructions and at 
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BOX 1: titeltitel titel


This box describes the contradictions in the classical 


language of architecture (described by Summerson, 1980) and 


the modern language of architecture (described by Zevi, 1978)


1. Classical orders versus functions 


The form of modern architecture is determined not by 


‘order’ that comes with a predefined set of rules, but by 


function: ‘form follows function’. In classical architecture, 


on the other hand, functions were inferior to order and 


as Jencks (1991) adds, are therefore hidden behind overall 


patterns.


2. Symmetry & harmony versus asymmetry & dissonance 


In pre-modern architecture geometry, true proportions 


and symmetry were believed to be the means to reach the 


desired harmony in architecture. In modern architecture, 


however, not harmony but dissonance was the goal. 


This was reached through anti-geometry, free-form and 


asymmetry. Symmetry was believed to represent a fear of 


flexibility, indetermination, relativity, and growth. In short: 


symmetry was seen as a “fear of living” (Zevi, 1978, p. 17). 


3. 2D versus 3D


According to Zevi, the frontal approach of classical façades 


leads to a two-dimensional understanding of the building. 


In modern architecture, on the other hand, buildings are 


often approached from a corner, giving them a three- 


dimensional impression right away. 


4. Composition versus decomposition


Modern language throws out the excessive mania for 


proportion. Modernists see proportion as a binding 


relationship between heterogeneous parts of a building. But 


as these different parts have a different function and carry 


Box 2: classical versus modern language of architecture







the top public buildings and churches. Second is the principle 


of tradition; Renaissance architects tried to incorporate 


traditional characteristics of architecture with the needs of 


the modern time. This led to the modification of classical 


columns to pilasters in façades with a purely decorative 


function. Third is the search for good proportions, which is 


an important principle throughout all architectural styles 


(including the Gothic style, further described in Section 3.3). 


Good renaissance proportions, for example, were 1 : 2, 2 : 3 and 


3 : 4, in contrast with what was considered true proportion in 


the Gothic era which was 1 : 1 (after which came 1 : 2, 2 : 3 and 


3 : 4) and later the Golden ratio (1 : 1,618) during the time of 


enlightenment. 


Wittkower (1996) describes these principles based on the 


work of two well-known Renaissance architects: Alberti (1404 


different messages, it makes no sense to unify them through 


proportions. Instead, modern architects use decomposition.


5. Aesthetics versus true structure


Where the construction of classical architecture was guided 


by aesthetics, modern architecture tries to make structures 


as ‘true’ as possible. In other words, modern language gets 


rid of non-functional ornamentation.


6. Stagnation versus movement 


Movement, or the concept of time in architecture, is the 


sixth principle of modern language. Modern architecture is 


explicitly designed for people to move through. According 


to Zevi, modern architects used asymmetry and dissonance 


as the key to creating spaces to move through. Whereas 


symmetry makes movement useless. 
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– 1472) and Palladio (1508-1580). Alberti (1404 – 1472), whose 


De re aedificatoria (ca. 1450) focuses on the central organisa-


tion of the Renaissance church, explains that aesthetics is 


determined by beauty and ornament. Beauty is described as 


a rational organisation and synthesis of proportions of every 


part in a way that nothing can be added or removed without 


disrupting the whole. According to Alberti’s definition, beauty 


is objective and can be reached by adding a good proportional 


system to architecture. Ornament, on the other hand, is some 


kind of glance that is added to increase architectural beauty. 


Thus ornamentation is considered to be purely decorative 


in this case and loses the communicative function it had in 


the classical language of architecture (Alberti in Wittkower, 


1996). Note that this way of thinking about beauty in archi-


tecture is in line with what we earlier described as ‘formal 


aesthetics’.


Second is the work of Palladio, probably the most famous 


of Renaissance architects. Whoever laid eyes on the work of 


Palladio immediately recognises the importance of symmetry 


in his architecture. Palladio applied the typical central 


plans of Renaissance churches to his villas to communicate 


grandeur. Moreover, the symmetry of the façade gives it a 


clear arrangement and marks the entrance of the building. 


With Palladio as ultimate example, symmetry became a 


requirement for Renaissance architecture (Wittkower, 1996).


The need for symmetry and proportion in architecture is, 


according to Wittkower (1996), as simple as the result of 


a search for order in architecture. And, as the title of his 


book implies, also a reflection of the human body itself. 


Proportional systems, therefore, are not only a mathematical 


equation, but are intuitive as well. 







In conclusion, although these writers (Summerson, 1980; 


Zevi, 1978; Wittkower, 1996) describe the language of differ-


ent architectural styles, some concepts make an appearance 


in all references. Aesthetics, proportion, symmetry and 


geometry are some of the most recurring principles in the 


literature on the meaning of architectural style. It is these 


universal principles that this research is interested in and 


not the obvious relation between ornament and architectural 


meaning that is described by Summerson. Chapter 3, case 


studies, further explores the meaning of early modernism, 


the International Style and Gothic architecture.


2.2 Gestalt theory


Gestalt psychology tries to understand why we see what we 


see. It is based on the thought that our mind simplifies the 


things we see in order to understand the chaotic world that 


surrounds us (van den Broek, Jong, de, Koetsenruijter, Smit, 


2015).


Prak (1968, 1977, 1979) uses Gestalt theory to approach archi-


tectural language and meaning. Van den Broek et al. (2015) 


mentions that, according to Edward Boring, there are 114 


Gestalt laws of perception. These laws, or principles, describe 


how we perceive things as such. The fundamental idea of 


the Gestalt principles is the law of ‘Prägnanz’, which implies 


that an individual tends to group figures together to simplify 


the things we see. This principle is also called the ‘law of 


good gestalt’. ‘Good’ meaning here regular, symmetrical and 


simple (Prak, 1968).
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Box 3: Gestalt laws*  


*Based on Prak (1977)


Law of proximity:


Law of similarity:


Law of simplest and largest figure:


Law of continuity and closure:


Prak (1968, 1977) names four of these laws as being appli-


cable to the built environment. Box 3 shows these examples 


as well.


1. Law of proximity 


Objects that are close to each other are often perceived as 


a group. The law of proximity is a direct consequence of 


the law of Prägnanz: grouping objects makes it easier to 


organise them and recognise them as a whole.


2. Law of similarity 


Equal or similar elements are directly recognised as such. 


Objects can be similar in a number of ways. For example, 


in shape, colour, size or direction. Moreover, equalities are 


often perceived, even where they do not exist.


3. Law of simplest and largest figure 


We perceive the simplest and the largest forms possible. 







Basic forms, like rectangles or circles, are easier to read than 


complex forms. ‘Simple’ can mean ‘regular’,  ‘symmetrical’, 


‘without too many exceptions’,  etc. 


4. Law of continuity and closure 


We tend to see things to continue even if they do not (e.g.,, 


a line) and we tend to complete or close figures in our 


perception (e.g.,, close a rectangle even though not all lines 


are given). 


 


There is no fixed hierarchy among the laws of perception. 


One law does not come before another. Furthermore, it should 


be mentioned that they are more ‘principles’ than strict laws 


(van den Broek et.al, 2015).


Based upon these principles, Prak (1968) suggests a ‘classifi-


cation of forms’. This classification is a way in which formal 


aesthetics can be addressed and described. This classification 


is shown in Box 3.


2.3 Semiotics in architecture


The last field of inquiry discussed here is the field of 


semiotics. This chapter gives an overview of several theorists 


approaching semiotics, both from a pure communication 


perspective (Littlejohn & Foss, 2011; van den Broek,et al., 


2015) and concerning the application of semiotics to archi-


tectural inquiry (Eco, 1980; Jencks, 1980; Prak, 1968; Preziosi, 


1979a, 1979b; Venturi, 1977; Wittkower, 1996). 


In short, semiotics, originally a field of inquiry in commu-


nication, describes how we interpreted the things we see. 


Littlejohn & Foss (2011) describe the field of semiotics as 


“the study of signs” (p. 45). The basic concept underlying 
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BOX 1: titeltitel titelBox 4: Classification of forms (Prak, 1968)


• Proportion (l:w:h)


• Size (h)


• Angularity 


Continuity of a line or surface


• Regularity 


Simplicity of forms. Asymmetry versus symmetry


• Plasticity  


Smooth surfaces versus not smooth or ‘plastic’ 


surfaces


• Isolation 


The degree to which spaces are open to other 


spaces 


• Colour


• Texture


Form


Architectural forms


Structure


Surface


• Homogeneity 


The degree to which a construction is homo-


geneous (load-bearing wall) or concentrated 


(skeleton)


• Continuity 


The degree to which it is possible to distinguish 


parts in a structure


Spatial composition


• Location


• Connection 


When forms are considered similar. This is related 


to: proportion, size, angularity and regularity of 


the forms and spatial composition.


Position


Similarity







the semiotic tradition is the ‘sign’. A sign is a stimulus that 


indicates some other condition, e.g., smoke indicates the 


presence of fire. Another basic concept is the ‘symbol’, which 


is defined as a complex sign with many meanings, including 


highly personal ones. A third principle is the ‘triad of 


meaning’, explained further on (Littlejohn & Foss, 2011). 


Thus, semiotics originally searched for meaning in language. 


However, it is brought to other disciplinary fields as well. 


The interest in semiotics in architecture began in Italy in 


the fifties. The critical attitude toward modern architecture, 


described in the previous section, was among one of the 


reasons (Jencks, 1980). 


The interest toward semiotics in architectural inquiry is 


not strange: we are highly influenced by our architectural 


surroundings. Preziosi (1979a) even mentions that archi-


tecture is one of the original means of communication as it 


existed even before writing: the prehistoric man would mark 


territorial space with sticks or improvised arches. 


The analogy with language


Semiotic theorists (Eco, 1980; Jencks, 1980; Prak, 1968; 


Preziosi, 1979a, 1979b) also use the analogy with language to 


look at architectural meaning. Before we go deeper into the 


semiotics of architecture, some similarities and differences in 


this analogy are mentioned.


Roughly speaking, verbal language consists of ‘words’ 


and ‘grammar’. Together they form the language we can 


understand. Prak (1968) also makes this distinction when he 


defines architectural forms as words and their composition as 
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their grammar. To define architectural elements like 


‘columns’, ‘roofs’ and ‘windows’ purely as words and spatial 


characteristics of architecture like ‘rhythm’, ‘symmetry’ and 


‘proportions’ as phrases would be too ambiguous. As Jencks 


(1980) points out: “if the column is a word, then the word has 


become a phrase, sentence and finally a whole novel” (p. 96), 


speaking here of the use of the Doric column respectively in 


temples, as a monument (e.g., Nelson’s column, Trafalgar 


Square, London) or as a skyscraper in Adolf Loos’ Chicago 


Tribune project (see Figure 2.2).


Although we cannot make a direct comparison with language, 


the analogy can help us to better understand the meaning of 


architectural language. As Prak (1968) points out, both forms 


and their composition carry meaning. Preziosi (1979b) agrees 


with this point of view as well:


Figure 2.2 The Chicago Tribune competition entry by Adolf 


Loos (Shaw, 2017)







Meaningfulness […] is a property of an architectonic code at all levels 


of its organization, and in a very real sense almost anything percep-


tually-palpable may be employed significantly, from subtle variations 


in color, texture and lightning to the geometry configurations of 


a formation, including not only the shapes of objects themselves 


(relative to other shapes), but also their relative placements.” (p. 63)


So, architectural meaning is a result of both forms and com-


position. A ‘word’ only carries meaning as part of a whole. 


However, this view is opposed to the classical language where 


certain forms are believed to have meaning apart from their 


spatial composition. Doric, Ionic and Corinthian orders all 


are believed to have their individual meanings. This current 


research sticks with the semiotic point of view on this 


topic and looks into the meaning of the whole: ‘words’ and 


‘grammar’. 


Another similarity between language and architecture is the 


presence of opposites. According to Preziosi (1979a), every 


semiotic system is built upon a principle of ‘relational invar-


iance’: patterns of invariance in variation as well as patterns 


of variation in invariance. Here, semiotic theory crosses 


theories on deconstruction that takes off from the concept of 


contradiction. In architecture, contradictions are also very 


present. Take for instance the interdependent presence ‘form’ 


versus ‘contraform’, ‘open’ versus ‘closed’, ‘symmetry’ versus 


‘asymmetry’ and ‘light’ versus ‘dark’. All these concepts only 


carry meaning because of their contradicting twin. 


Theorists within the field of semiotics also shed light on 


some differences between architectural and verbal com-


munication. Preziosi (1979a) names four: first, he mentions 


that the communication of the built environment is much 
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more complex. As we have seen in the introduction, it acts 


on different levels and different scales, all at the same time. 


Moreover, the built environment is everywhere around 


us. Second, architecture often needs a further explanation 


when the goal is to convey an ideology or certain meaning. 


Eco (1980) explains this by stating that architecture is 


not commonly designed to communicate; it is designed to 


function. Third, in the built environment, the message is 


conveyed to a very broad audience: everyone who passes 


along. Eco (1980) also points this out and compares this to 


the characteristics of mass communication like television or 


radio. Fourth, Preziosi (1979a) mentions that, in contradiction 


to other means, architectural communication is very durable. 


The built environment is often much older than we are. Some 


constructions last for centuries or even millennia. Thus, 


one could imagine that its message could change over time, 


especially when the building’s function changes.


The ‘architectural code’


Differentiating architecture into ‘words’ and ‘grammar’ 


is one way of ‘decoding’ architecture. Semiotic theorists 


like Eco (1980), Jencks (1980), Prak (1968, 1979) and Preziosi 


(19791, 1979b) all speak of the ‘architectonic code’. Basically, 


a ‘code’ is a system of signs that can transfer information in 


a communication channel. For example, a model, photograph 


or drawing can be three different codes of the same object 


(Prak, 1979). When we see architecture as a medium of 


communication, architecture itself becomes the code that can 


be analysed. 


Eco (1980) distinguishes three different types of architectural 


code:







1. Technical codes  


Structural system of architecture, mostly without meaning


2. Syntactic codes or typological codes 


Focus on the ‘syntax’ (patterns and organisation). 


Typological codes include articulation into spatial types 


(cross-plan, open plan, labyrinth, high-rise, circular plan, 


etc.) and into the organisation of spaces. 


3. Semantic codes  


These are the significant units of architecture or the relations 


established between individual architectural sign vehicles and 


their meanings. 


 


Eco (1980) points out that the discussion of architecture as 


communication mainly focuses around typological codes. In 


other words, codes that indicate ‘church’, ‘railroad station’, 


‘palace’, etc. This current research focuses on what Eco ‘calls 


semantic codes’.


We have seen that architectural code can store meaning, but 


how does this work? Jencks (1980) explains that architectural 


code consists of ‘signifiers’, a sign in physical form and 


‘signifieds’, the meaning or idea expressed by a sign. In 


architecture, signifiers could be forms, spaces, surfaces, 


volumes, etc. These architectural elements can have certain 


properties: rhythm, colour, texture and so on. Jencks (1980) 


also recognises a second level of signifiers: those that cannot 


be directly influenced by an architect. Examples are noise and 


smell. These second level signifiers, however, are excluded 


from this research. 


Through these signifiers, architecture can express certain 


meaning: the signified. The semiotic tradition recognises 
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different levels of meaning. Van den Broek (2015) names two 


common ways of describing these levels, building upon the 


theories of Charles Sanders Peirce (1839 - 1914) and Roland 


Barthes (1915 - 1980). 


1. Connotative and denotive meaning


First is Barthes’ theory on layers in meaning. He distin-


guishes two: ‘connotative’ and ‘denotive’ (vn den Broek, et al. 


2015). Or, respectively, direct and indirect meaning. In short, 


denotation is often referred to as primary meaning, while 


connotation is a secondary meaning. For example, ‘home’ 


denotes the building one could live in but at the same time, 


connotes things like ‘warmth’, ‘family’ and ‘cosiness’. 


Jencks (1980) names two similar levels of meaning, 


transposed to architecture: first and second level signifieds. 


First level signifieds can be iconography (visual images and 


symbols), intended or aesthetic meanings, architectural 


ideas, space concepts, social/religious beliefs, functions, 


activities, way of life, commercial goals (this is the focus of 


Venturi’s work ‘learning from Las Vegas’), etc. Second level 


meanings are: iconology (symbolism or the interpretation of 


visual images and symbols), unintentional meanings, latent 


symbols, implicit functions and so on. Later in this chapter, 


Figure 2.3 Triad of meaning







we go further into the meaning of architecture.


To understand the complexity of this division in two 


levels of meaning, we first have to know how meaning is 


shaped. Communication theories on semiotics teach us that 


meaning arises from the relation among three things: the 


‘object’ (or referent), the ‘person’ (or interpreter) and the 


‘sign’ (Littlejohn & Foss, 2011). Figure 2.3 illustrates this 


relationship and thus the origin of meaning. Eco (1980) 


objects to the use of this model in semiotic thinking in 


architecture. According to him, the object (or referent) in the 


first case signifies itself. Therefore, the distinction between 


object and sign becomes unclear. For example, a triumphal 


arch denotes itself and connotes triumph. The distinction 


becomes clearer when comparing this with the example of 


smoke (sign) that can indicate fire (object). In this case, sign 


and object are two different things, while in architecture 


(according to Eco) the sign and the object are but one thing. 


Jencks (1980) however, does not agree with Eco and does see 


a difference in sign and referent in architecture. The signs (or 


as he calls it: the architectural signifier) is an image of the 


object, not the object itself. Furthermore, it is not the object 


itself but rather a set of visual principles that are interpreted 


according to certain conventional codes into meaning. 


Figure 2.4 Jencks’ semiotic triangle (based on Jencks, 1980)
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Jencks proposed a new triangle applied to architecture (see 


Figure 2.4). Here, the referent (or object) becomes the ‘actual 


function’ or ‘intended meaning’. 


Moreover, Jencks (1980) says that “the difference between 


connotation and denotation is a matter of coding, or the 


order in which meanings are learnt (and doesn’t concern 


an absolute difference between ‘association’ and ‘function’, 


‘aesthetics’ and ‘use’ or ‘vagueness’ and ‘fact’ which is 


commonly supposed)” (p. 83). This results in the belief that a 


connotative meaning could change into a denotive meaning 


over time through learning. 


As we can see, the discussion about connotation and 


denotation in architecture is a tricky one. It cannot be 


simplified into primary and secondary meaning. Therefore, 


in architectural semiotics, another partition into layers of 


meaning is used as well.


2. Iconic, indexical and symbolic signs


Peirce offers another approach to the different levels of 


meaning. As we know, the architectural code is made up of 


signs. Pierce makes a distinction between indexical, iconic 


and symbolic signs (van den Broek, et al., 2015). Jencks (1980) 


projects this thinking to architecture. According to Jencks, 


the relations between signified and signifiers, or object and 


sign (see Figure 2.4) is different for these signs:


1. Iconic sign 


A strong relation between sign and object: a sign is iconic 


when it is a representation of something else. Clear examples 


are photos, realistic paintings and icons. In architecture, signs 







can also be iconic when form follows function, for example: 


the pie shape of an auditorium. The iconic sign was the focus 


of modern movement and the International style.


2. Indexical sign 


An existential relation between sign and object: sign and 


object are related, but not the same. Here, the meaning is 


dependent on the context. Examples are: smoke indicates fire 


and footprints indicate feet. In architecture, the indexical sign 


is mostly used in industrial or vernacular buildings. 


3. Symbolic sign 


An arbitrary relation between sign and object. This relation 


is based on understandings, culture or tradition. Examples are 


the classical orders. 


Venturi (1977) also describes the difference between iconic 


and symbolic signs in ‘Learning From Las Vegas’. He names Figure 2.5 The ‘duck’ and the ‘decorated shed’ (Venturi, 1977)


 2. Theoretical background 35







36 Part I - “Speaking Architecture


these different signs the ‘duck’ and the ‘decorated shed’ (see 


Figure 2.5). In duck architecture, the object itself becomes the 


symbol (iconic sign), while the decorated shed adds symbols 


to the structure (symbolic sign). According to Venturi, all 


buildings should look like decorated sheds, not ducks (keep 


in mind that Venturi was a postmodernist). 


The International Style was largely based on iconic signs. 


Jencks (1980) points out that most iconic buildings of the 


International Style did not communicate as intended because 


iconic signs are too restricted and need further (symbolic) 


cues to understand the message correctly. Moreover, Jencks 


(1991) states that ducks leave no room for imagination. The 


suggested metaphors, like Venturi’s decorated shed, are 


therefore better and more powerful. Later on, Jencks adjusts 


his view a bit and points out that Venturi unfairly cuts out a 


whole branch of architectural communication by repelling 


the iconic sign. According to Jencks, we need all modes 


of communication, not just one or two. Both modern and 


postmodern architecture wrongfully dismiss one mode of 


communication (modernists dismissed the symbolic sign and 


as a reaction, postmodernists abandoned the iconic sign). 


Context and time


When we go back to the original triad of meaning explained 


above, we see that the ‘person’ is part of the triangle. Thus, 


we have to take into account the person’s interpretation as 


well, since meaning is influenced by a person’s previous 


experiences, knowledge and cultural background. In other 


words: context (social, cultural, historical and architectural) 


can influence architectural meaning.







Likewise, this means meaning can change over time. Eco 


(1980) agrees and adds that not only secondary meanings can 


change, but primary or denotive functions can change over 


time as well. As an example, he names the ongoing discus-


sion on the meaning of crossed vaults in Gothic architecture. 


There are three main perspectives on this matter that 


occurred during the course of history, but also exist parallel 


to each other:


1. The ogive (the bows/ribs of the vault) has a structural 


function, the whole structure stands upon it.


2. The ogive has no structural value even if it gives the 


opposite impression. The web of the vault has the 


structural value.


3. The ogive had a structural value in the course of 


construction, functioning as a sort of provisional 


framework. Later this function has been taken over by 


the web and other parts of the structure.


 


These different points of view illustrate that meaning cannot 


only change over time but is also highly subjective and open 


for discussion.


Furthermore, Jencks (1980) states that architecture can also 


acquire more meanings over time. A first example: industrial 


buildings used to connote innovation and a better quality of 


life for the working class. However, after the awareness for 


climate change kicked in, the high, smoke-spitting chimneys 


connote pollution instead of innovation. Moreover, lots of 


old industrial sites are nowadays transformed to cultural 


hotspots and today, one might also recognise the brick 


chimneys as a landmark for culture and entertainment. 
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Second, Nazi-architecture borrowed the classical form 


language to promote the power of the Third Reich. Nowadays, 


these relatively new structures with borrowed forms might 


still come across as powerful but automatically remind us 


of the terror and grief of the Second World War as well. The 


same holds for the neo-baroque styles of fascist architecture 


in Italy that, according to Jencks (1991), represents the power 


of ineffectual dictatorship.


So, meaning is interdependent on context and can change 


over time. However, I believe that there is a degree to which 


personal and contextual factors influence architectural 


meaning. Therefore I propose a distinction between ‘ac-


quired’ and ‘intrinsic’ meaning. Meaning can be acquired 


through gained knowledge and previous experiences. For 


example, when we see a bell tower we automatically assume 


the building is a church because we have learnt that churches 


have bell towers like this one. 


However, I believe that some meaning in architecture is more 


fundamental and is intrinsically experienced. Let me explain. 


Although no one taught you to experience the Reichstag 


building in Berlin as a symbol of power, once standing 


there and looking up the gigantic columns and size of the 


building, you probably automatically feel the power the 


building expresses. Properties as scale, proportion, rhythm 


and symmetry intrinsically express a type of meaning that is 


understood by a wide audience in the same manner.


Intrinsic meanings are rooted more deeply and are therefore 


more durable, while acquired meanings are more dependant 


on context and therefore are more likely to change. This 







research attempts to find a universal language in architecture 


that is both intrinsic and enduring.


The message


Up until now we mainly focused on how architecture is able 


to communicate, but we also want to know what architecture 


can communicate. In other words: what is the architectural 


message? Existing literature fails to link the what and how 


directly. However, there are some theorists (Eco, 1980; Jencks, 


1980; Jordy, 2005; Preziosi, 1979a, 1979b) who shed light upon 


what messages architecture could communicate. Earlier we 


made the distinction between connotation and denotation 


in architectural meaning and communication. Eco (1980) 


defined this into denoting a function, or connoting an ideal 


(e.g., a triumphal arch denotes itself and connotes ‘triumph’). 


Jordy (2005) also recognises different layers of meaning 


in architecture. He, however, defines not two (as most 


writers do), but three. The first is the ‘functional servant’, 


its simplest meaning: the object itself. Here, Eco (1980) and 


Jordy agree: the objects first denotes itself. Furthermore, 


objects contain certain properties, for instance ‘light’ and 


‘grid’. These properties form the second level of meaning: the 


‘bearer of properties’. The third layer is again a familiar one: 


the ‘symbol’. This layer can be compared to the connotative 


‘ideal’ that is mentioned by Eco. The layers of Jordy seem 


more extensive than the simple division in connotation and 


denotation that is proposed before.


Eco (1980) also goes a bit further into the messages of 


architectural communication. As mentioned before, he 


makes a distinction in structural, typological and semantic 


codes in architecture. Structural codes usually do not carry 
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meaning. Logically, typological codes communicate typology 


(e.g., school, industry, church). Finally, semantic codes can 


communicate in four ways. They can:


1. denote primary functions (roof, stairway, window);


2. have connotative secondary functions (tympanum, 


triumphal arch, neo-Gothic arch);


3. connote ideologies of inhabitation (common room, 


dining room); and


4. at a larger scale, have typological meaning under 


certain functional and sociological types (hospital, 


villa, school, palace, railway station).


 


Finally, Preziosi (1979a, 1979b) names six functions of 


architectural communication:


1. Referential function 


Architecture refers to something else (e.g., another building, 


architectural style, time, place, function or symbol).


2. Aesthetic function 


Architecture that follows a set of aesthetic rules. Closely 


related to architectural style, time and place (e.g., classical 


form language, culture-specific styles, etc.).


3. Metalinguistic function 


An indirect reference to a historical building or its code 


(e.g., Chinese restaurant that refers to ancient Chinese 


architecture).


4. Conative function 


Staging behaviour through architectural formation.


5. Emotive function 


Expresses the personal style of the designer.


6. Territorial function 







Outline territory of a social group or owner (e.g., denoting 


private and public space by the use of a fence).


 


These six functions of architectural communication illustrate 


the multifunctionality of the built environment (Preziosi, 


1979a, 1979b). Furthermore, Preziosi (1979b) mentions that 


the meaning of architectural signs becomes more abstract at 


higher scales. Thus, larger scale entities, such as buildings 


and context communicate in a more abstract or implicit 


manner than low-scale signs such as forms and spaces.


As shown above, theorist all have slightly different ideas 


about what architecture can communicate. Furthermore, 


existing literature fails in linking the what and how directly. 


However, this overview did learn us that architecture can 


thus carry multiple meanings and that these meanings work 


on various levels. Moreover, meaning lies not only in sym-


bolic or metaphorical references to other objects or ideals, it 


can also be bared in the properties of an object.


 2.4 Conclusion


In the previous sections, architectural language and meaning 


are discussed from three theoretical starting points: the 


language of architectural style, Gestalt theory and semiotics. 


Based upon this theoretical background we can define the 


following properties of architectural communication:


• architecture can communicate through forms, spatial 


organisation and materialisation;


• meaning arises from the relation between the object, 


the sign and the person;


• therefore, meaning in architecture is highly personal 
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and subjective and dependent on context;


• meaning can be both intrinsic and acquired; 


This research searches for a universal language of archi-


tecture that is mostly intrinsic and enduring and not only 


dependent on typological or stylistic characteristics. This 


is done by three case studies that are further explained in 


the next chapter. Figure 2.6 gives a schematic overview of 


how communication in architecture works according to the 


theories discussed above. 







Figure 2.6 Conclusion literature study
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“Less is more


– Mies van der Rohe 
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This chapter describes the analysis of architectural 


language and meaning in three case studies. The analysis is 


structured according to the method of Ching (2015). Ching 


makes an analogy between language and architecture and 


states that, if the analogy is made, this means we should first 


learn the basic elements of form and space before we address 


the issue of meaning in architecture:


 


“The analogy may be made that one must know and understand the 


alphabet before words can be formed and a vocabulary developed […]. 


In a similar way, it might be appropriate to be able to recognize the 


basic elements of form and space and understand how they can be 


manipulated and organized in the development of a design concept, 


before addressing the more vital issue of meaning in architecture.”  


(p. IX)


This chapter therefore first explores the basic elements of the 


case studies. These elements are described according to form, 


space, organisation, circulation, and proportion and scale.


Form


The word ‘form’ can take many meanings. In architecture, 


form refers to an architectural mass. The architectural forms 


are described in shape, size, colour, and texture. (See also the 


definition of form and shape in Box 1).


Space


Architecture is no more or less than a composition of form 


and space. Space and form are a “unity of opposites” (Ching, 


2015, p. 102). Space can only be defined by its boundaries that 


are, in fact, elements of form. 







Prak (1968) defines three types of spaces:


1. Physical space  


The actual (closed) space.


2. Conceptual space  


The space we perceive. Conceptual space is a product of the 


Gestalt laws of perception. To define conceptual space, it has 


to be experienced. In this analysis, this is approached by the 


use of scale models since it was not always possible to visit the 


building. Only for de Grote of Sint Bavokerk it was possible to 


visit the building in real life. 


3. Behavioural space  


The space in which we can ‘behave’. For example, we cannot 


walk through a wall or column, these elements, therefore, are 


not part of the behavioural space.


 


The analysis describes the types of space for the case studies.


Organisation


Spaces and forms are composed in a way they create 


architecture. Here, the organisation of spaces and forms in 


the case studies are discussed. Ching (2015) names five types 


of organisations: centralised, linear, radial, clustered, and 


grid organisation. Next to this, the relation among spaces is 


described. This section also includes the result of spatial and 


formal organisation in, for instance, the façade or structure 


of the building. 


Circulation


“We experience a space in relation to where we’ve been and 


where we anticipate going” (Ching, 2015, p. 252). The way we 


approach and move through a building affects our perception 
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of the forms and spaces of that building. The fourth 


dimension of architecture is the movement through space in 


time (see also Box 2 about the principles of the language of 


modern architecture). Ching uses five categories to describe 


circulation in architecture. These categories are described for 


the case studies: 


1. Approach 


First impressions are always very important. The way we 


approach a building shapes this first impression. 


2. Entrance 


The entrance marks the transition between exterior and 


interior spaces. This transition can be very abrupt or subtle. 


The entrance can be marked in various ways. 


3. Configuration of the path  


Ching (2015) distinguishes five path configurations: linear, 


radial, spiral, grid and network. However, in reality, often a 


combination of these configurations is used.  The different 


configurations are ordered hierarchical through differentia-


tion in scale, form, length and placement (Ching, 2015). 


4. Path-space relationships 


Paths can link to spaces in various ways. According to Ching 


(2015), they can: pass by spaces, pass through spaces or 


terminate in a space. The last path-space relationship can be 


used to symbolise an important space. 


5. Form of the circulation space  


Finally, the circulation space can have different forms. They 


can be enclosed, open on one side or open on both sides. 


Distinction in scale can define public or more private halls 


(Ching, 2015). 


 







BOX 1: titeltitel titel


These sketches of Ching (2015) illustrate the different 


ciculation elements that are analysed in the case studies.


Box 5: Circulation elements (Ching, 2015)
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Proportion & scale


Proportion takes into account width, length and height in 


relation to each other. Across different ages and styles of 


architecture, various theories on proportion and scale passed 


along. Examples of these systems are the golden section, 


classical orders or modular (the modernist’s idea on human 


scale). Summerson (1980) states that there is a lot of nonsense 


written about so-called ‘proportional systems’. According to 


him, proportion is as simple as the search for harmony. Ching 


(2015) agrees: “The intent of all theories of proportions is to 


create a sense of order and harmony among the elements in a 


visual construction.” (p. 300)


Scale, on the other hand, measures each of these distances in 


relation to what we know. We immediately relate the things 


we see to what we know or experienced before; windows, 


doors, ornaments, trees and people help us to determine the 


scale to the objects that surround us. When these frames of 


reference lack, it can be hard to relate to the things we see. 


Chapter 3.1 to 3.3 show the analysis of the case studies 


according to these principles. In the previous chapter, it is 


mentioned that meaning cannot be seen without taking 


the context into consideration. Therefore, the architectural, 


historical and social context of the case studies is given as 


well.
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3.1 Seagram building
1958, New York, Ludwig Mies van der Rohe







Figure 3.1 Seagram building (Stoller, 1991)


Figure 3.2 Seagram building, entrance lobby (Stoller, 1958) 


[right page]















Figure 3.3 Seagram building (Zbaren, n.d.) [right]


Figure 3.4 Seagram building (Zbaren, n.d.) [left]
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Today, glass and steel office towers dominate the skyline 


of New York - and many other metropolises for that matter. 


However, in the 1950s the skyline of New York looked very 


different from the one we know today. The Seagram building 


became one of the first of its ‘kind’. Toward the end of the 


1960s glass-box office towers, copying Mies’ Seagram-


typology, popped up from plazas everywhere around the 


world (Flowers, 2012). 


Seagram was built as a new office building for Seagram 


Company Ltd. in New York, one of the largest distillers of 


alcoholic beverages at that time. The company was headquar-


tered in Montreal, Canada. Their New York office was located 


in the Chrysler Building, another icon in the skyline of New 


York. In 1950 Samuel Bronfman, CEO of Seagram, decided it 


was time to build a new building for his company. His first 


intention was to provide more office space. However, the 


project soon became much more than that: it became a tool, 


carefully centralised in the Public Relations campaigns of 


Seagram. By the end of its construction, the building became 


world famous and remains so today.  


3.1.1 Ludwig Mies van der Rohe (1886 – 1969)


Ludwig Mies van der Rohe was born in Germany, where 


he single-handedly learnt to practice architecture as a 


young adult. In 1908 he started working for Peter Behrens, 


whose work we will see in the next case study. At the time, 


Behrens had just be appointed by the Algemeine Elektrizitäts 


Gesellshaft (AEG) and their work mainly consisted of design-


ing industrial buildings and products. 


After the Bauhaus, where Mies was the director, closed in 







Figure 3.5 Seagram V.O. advertisement 1940s (Vaughan, J., 


2012)


1933 under political pressure of the Nazis, Mies left Germany. 


There was no room for modern architecture in Nazi Germany 


and many modern architects moved to the United States, 


where their ideas were accepted. In 1938, Mies became the 


director of the architecture school at the newly established 


Illinois Institute of Technology (IIT) and moved to the US 


for good (Zimmerman, 2006). As headmaster, Mies took the 


responsibility to design the master plan and buildings of the 


new campus. The influence of Behrens is still visible in these 


designs that show a “language that derives from German 


industrial architecture” (Cohen, 2012, p. 342).


In 1954, Mies van der Rohe was selected as the architect of 


the new Seagram building. His already established name 


partly influenced the choice for Mies van der Rohe as an 


architect. Seagram used his reputation in the promotional 
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campaigns surrounding the building. The Seagram building 


became a milestone in Mies’ career as an architect (Flowers, 


2012). 


3.1.2 Social and architectural context


The Seagram building was built in a time marked by war and 


depression. The Second World War and the Cold War that fol-


lowed left their scars to society. During the Great Depression 


architects had taken a leading role, convinced that they 


could make the world a better place through their designs. 


Modern architects of the 1930s focused mainly on social 


building projects, like housing for the poor (Flowers, 2012). 


In the 1940s however, the position of architects changed. The 


building industry was limp due to material scarcity as result 


of the Second World War and most of the designs architects 


made could not be built for years or were never built at all. 


Instead, modern architecture became a vehicle to commu-


nicate a better post-war future, a particular way of living, 


economic condition and technological innovation (Flowers, 


2012). Modern designs were used as a symbol in advertising 


campaigns for all types of products. As did Seagram, in the 


campaign shown in Figure 3.5.


After the Second World War, America was finally ready to 


embrace the designs of modern architecture: 


“While the rest of the world was drained of its resources, the United 


States came out of World War II as a creditor to most of the combat-


ants, holding an unprecedented amount of economic and symbolic 


power.” (Cohen, 2012, p. 340). 


This was also visible in the Manhattan skyline in the early 







1950s, where skyscrapers reappeared after a break of almost 


two decades (Cohen, 2012). The so-called International Style, 


blown over from Europe, influenced these skyscrapers. This 


style continued on the principles of early modern architecture 


(like the AEG Turbine Factory) and refers to a set of principles 


that derives from paintings of Cubism and De Stijl (Jordy, 


2005). Moreover, it reinvented the principles of symmetry and 


hierarchy and adjusted these to new functional an symbolic 


requirements of the modern times (Cohen, 2012). 


The International style was a reaction of some architects to 


new technologies and the need for renewal in the discipline 


of architecture itself (Cohen, 2012). Jordy (2005) calls the 


International style “the mere manipulation of pretty shapes” 


(p. 138). What he means by this is that the urgency to provoke 


meaning in architecture had disappeared with the loss of the 


need to manifest particular cultural and cosmic points of 


views in architecture. Post-war modern architecture lost the 


relation with context. These glass and steel buildings could 


stand at any location, all around the world (hence the term 


‘International’). Instead, we see a shift in the importance 


of architectural meaning from denoting a time, place of 


function, to the use of architecture as a tool for positive 


public relations.


3.1.3 Architectural meaning


In the 1950s Seagram could use a positivity boost since public 


opinion surrounding the liquor industry and Seagram was 


soiled by the accusations of the Bronfman family’s involve-


ment with bootleggers during the Prohibition. 


Accordingly, the Seagram building was designed with the 


 3. Case studies 59







Box 6: Architecture as tool for communication


Architecture is often used as a communication vehicle in 


advertisement or public relation campaigns. Flowers (2012) 


explains that in the 1940s, modern architecture (as a typol-


ogy) was used in company’s advertisement to represent a 


particular way of life, economic condition and technological 


innovation. In other words: modern architecture was used 


as a symbol for a better tomorrow, especially after the 


Second World War and during the Cold War. 


Eco (1980) compares the properties of architectural commu-


nication with mass communication like radio and television. 


For both, the target audience are the masses. Furthermore, 


both architectural discourse and mass communication 


are psychologically persuasive. Prak (1979) mentions the 


persuasiveness of architectural communication as well. He 


gives the example of the Gothic church, which is, according 


to Prak, both a vehicle for the communication of the power 


of the church as propaganda for that same power. During 


the Second World War, the Nazis used the well-known 


classical form language in their architecture as propaganda 


for the power of the Third Reich.


Finally, architecture can be used as a tool for public rela-


tions as well. Outspoken architecture can become a trade-


mark or logo for a company (Flowers, 2012). This is clearly 


visible in the Seagram building, but is still used today (e.g., 


the “shoe” as the ING headquarters in Amsterdam)







goal to enhance the corporate identity of Seagram (Flowers, 


2012). Expense nor effort were spared in the construction of 


the office building, resulting in the most expensive office 


tower of that time ($484 per square meter). According to 


Flowers (2012), the Seagram building exudes luxury in 


uniqueness, indulgence, technology and power. Flowers calls 


this type of luxury a symbol for the “rising prosperity of the 


nation and the strength of American capitalist democracy” 


(2012, p. 99). Next to the link with the rising capitalism, it 


also functioned as an advertisement tool for the company’s 


whiskey and other liquors which they promised to be as 


luxurious as the building itself. 


In this context, it seems natural that there was a focus on 


the architectural meaning of the building already during 


the design phase. Or even before that, with the selection of 


an architect. When the first building proposal by Pereira & 


Luckman reached the eye of Phyllis Lambert, the daughter 


of Samuel Bronfman, she wrote an eleven-page letter to her 


father, explaining that this was not the way to go. Not long 


after she named herself ‘the chairman of planning’ and 


moved to New York to help with the selection of an architect 


and the further building process. According to herself, it was 


her job to make sure the building symbolised what Seagram 


wanted it to symbolise (Flowers, 2012). 


Writings about the building, in the time of construction, 


mostly described it as sober, elegant, and pure in its geome-


try. Leland Roth, an architectural historian, goes even further 


and refers to the building’s artistic energy as being employed 


for buildings of the church (Flowers, 2012). Flowers (2012) 


also notes that the building’s façade offers no hint of what 
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sort of business takes place in the building: whether it is the 


office of a distiller, bank or lawyer firm cannot be read from 


the outside. This holds true for most modern glass-and-steel 


office towers. Unlike the classical architecture that refers to a 


classical form language, the function here had to be com-


municated in a more direct way, for instance with the use of 


signage above main entrances. In light of the investigations 


on illegal activities during the Prohibition surrounding the 


Bronfman family and because the building hosted more than 


one company they chose not to make direct references to 


Seagram in the façade (like they did in the Montreal head-


quarters with shimmering letters above the entrance). 


Jordy (2005) states that it is not the typology of modern 


architecture that communicates the building’s function. 


Materials and colour do. This can be clearly seen in the 


Seagram façade and is confirmed by the nicknames press and 


public gave the building: ‘big, bronze, booze building’ and 


‘world tallest high-ball’ for example (Flowers, 2012), referring 


of course to the bronze I-beams and the brown glass of the 


building. All public associations were carefully monitored by 


Seagram’s public relations department. And they made sure 


public opinion surrounding the building and the company 


stayed on track by launching campaigns that centralised the 


building. These campaigns included carefully devised tours, 


information booklets for employees stating the benefits 


of their new working space, and press releases about the 


architectural awards the building received (Flowers, 2012). 


As mentioned before, social and economic context influence 


the meaning of architecture. In the case of Seagram, a 


difference can be noted when compared to, for example, the 







Empire State building. Where the meaning of the Empire 


State building, and other early skyscrapers for that matter, is 


rooted in the values of an older producer economy, Seagram’s 


architecture, highly influenced by the social context 


described above, was a symbol of the expanding consumer 


culture of America and the tension of the Cold War. It is 


clear that in a consumer culture, influenced by a capitalist 


society, architecture as public-relations tool becomes 


more important. Box 6 describes architecture as a tool for 


communication.


3.1.4 Analysis of Seagram 


The following pages describe the analysis of the Seagram 


building in relation to the architectural meaning of the 


building. 


This research only focuses on the public plaza and lobby of 


the Seagram building.
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Figure 3.6 Top view Seagram building, scale model (1:200)















Figure 3.7 Seagram building, scale 


model (1:200)
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Figure 3.8 Seagram section scale 1:500 [above]


Figure 3.9 Seagram plan, scale 1:500 [right]
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Figure 3.10 Shape


Gestalt Psychology states that we perceive forms in their simplest 


and largest shape (Prak, 1968, 1977). The building’s corpus roughly 


exists of two T-shaped volumes. In reality, however, the building 


is more likely to be perceived as a rectangular shape. The classical 


3 : 5 ratio (l : w) of the vertical slab exaggerates its thinness and 


contributes to the weightlessness of the building (Jordy, 2005).
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Figure 3.11 Material and colour


No costs were spared with the choice for materials. Luxurious 


materials like travertine, granite, bronze plating and ‘whisky 


brown’ -tainted glass were used. The I-beams in the curtain wall 


are also bronze-tainted. According to Flowers (2012), the whole 


façade is designed to age like masonry buildings do.


The materials used in the façade have led to various nicknames for 


the building as discussed earlier in this chapter.
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In every building, various architectural forms can be distin-


guished. Here, these forms are described separately in shape, 


size, colour, and texture. 


Figure 3.12 Platform


A rectangle-shaped platform separates the building’s site from the 


sidewalk. The bottom of the platform follows the slope in 52nd and 


53rd street, differing in height from 0.7 m at Park Avenue to almost 


2 m at the side entrances. 


60 m


84
 m







Figure 3.13 Columns


Columns, 6.5 m high, stand in the lobby on the ground floor and 


support the building. The columns have a square cross section of 


600 m x 600 mm. 


Bronze plates conceal the steel structure of the columns. The dark, 


rigid surfaces of the two-story high columns “give them a visual 


persistence reminiscent of Greek columns” (Jordy, 2005, p. 229).
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Figure 3.14 Volumes


Four volumes, that contain elevators and technical shafts, form the 


main support of the building. The volumes are 5 m x 11.5 m and cover 


the full height of the lobby. They are covered with travertine slabs. 


These volumes are part of the concrete core that extends up to the 


17th floor.  However, only the first 6.5 m can be perceived in the 


building’s lobby and exterior.







Figure 3.15 Curtain Wall


A glass curtain wall separates the lobby from the outside. The wall is 


a full 6.5 m in height and is divided by a slim steel framework. 


The transparency of this façade, realised by the slim, cleverly 


dimensioned framework and the glass revolving doors, contributes 


to the thin line between interior and exterior that will be discussed 


later.
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Figure 3.16 Floor


The blurred line between interior and exterior is emphasised by the 


continuing floor and ceiling. 


The pattern of the lobby floor continues outside the building. It 


consists of grey granite tiles of 1 m x 1 m in a square grid.







Figure 3.17 Ceiling


Because the curtain wall is set back from the building’s main form, 


a space is defined underneath the building. The grey tiled ceiling of 


the lobby continues here as well, softening the line between interior 


and exterior even more.
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Figure 3.18 Canopy


Black canopies mark the main- and side entrances. 
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Figure 3.19 Physical space 


This figure shows the actual, physical space of the Seagram 


building’s lobby, assuming the doors are closed. Following the 


technical definition of Prak (1969), this only counts as physical space 


after business hours. The physical space exceeds outside when the 


doors are opened. The physical space is defined by the curtain walls, 


volumes floor and ceiling. 
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Figure 3.20 Conceptual space


However, we might perceive different spaces than the physical space 


presented above. The following figure describes the conceptual 


spaces. It includes the outdoor space underneath the ongoing ceiling 


of the vertical slab. In the interior, six different conceptual spaces can 


be described: the west- and east-lobby; the three ‘alleys’ between 


the volumes; and the space in front of the entrance of the Four 


Seasons Restaurant in the back of the building.


The spaces have the same material use and both the lobbies and 


‘alleys’ all are 6.5 m in height. The distinction between the spaces 


is most likely a result of proportions. These proportions are further 


described in the last section of this analysis.


Besides proportions, there is a difference in natural light that can 


enter the conceptual space. Not unrelated are the different rela-


tionships the conceptual spaces have with the exterior. The lobbies 


have this connection through the curtain wall on two (east-lobby) 


and three (west-lobby) sides. The ‘alleys’ however, have no direct 


connection with the outside.
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Figure 3.21 Boundaries


The figure on the next page describes the boundaries of the 


conceptual indoor spaces described above. 


In the exterior of the building, the space underneath the building’s 


volume is defined by the ceiling and columns. The platform itself 


also defines an exterior space.
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Figure 3.22 Urban organisation


On an urban scale, the building blocks in Manhattan are organised 


in a strict grid structure. New York’s highest urban density can be 


found here. From the 1930s on, lower building blocks got replaced by 


skyscrapers, battling for a prominent spot in the Manhattan skyline. 


These skyscrapers, getting higher and higher, lay a cloak of shadows 


on the public space. 


Seagram broke with this tradition, introducing a costly setback that 


creates a public plaza where the sun can reach the ground. Not long 


after, more designs like Mies’ made these kinds of generous offers. 


345 Park Avenue and 599 Lexington Avenue are nearby examples. 


The building covers roughly 50% of the costly building site, leaving 


an open space that is very rare for dense Manhattan. This noble 


gesture fits Seagram’s ‘Zeitgeist’ and can be seen as a way to ease 


public opinion surrounding the company’s reputation. The company 


made grateful use of this “advertising effect” (Flowers, 2012, p. 118) 


as described before.
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Figure 3.23 Organisation of the plaza


The plaza is organised very symmetrically with no exceptions. 


Jordy (2005) compares the plaza’s emptiness and symmetry with 


“the spirit of the Renaissance” (p. 230). The whole composition 


can indeed be compared to the symmetry familiar in classical form 


language. 
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Figure 3.24 Organisation of forms


The forms of the building are organised in a grid structure. There are 


almost no exceptions; each column is placed on a grid crossing. The 


four volumes are stretched to intersect the grid right in the middle.
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Figure 3.25 Organisation of spaces


The whole composition of the building is reflectional symmetric. 


This also goes for the arrangement of spaces. Where the forms 


have a grid-like structure, the interior spaces of Seagram follow a 


clustered organisation with a symmetrical condition.
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Figure 3.26 Relations among spaces


The spaces have both physical (left) and visual (right) relations 


with each other and the outside. Physical relations are limited to 


passages: the ‘alleys’ and the main- and side-entrances.


Next to physical relations, the spaces are visually related through 


the ‘alleys’. The lobbies also have a strong visual relation with the 


outside through the transparent façade.
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Figure 3.27 Structural organisation


The organisation of form, space and structure are connected. Prak 


(1968) distinguishes ‘phenomenal’ and ‘physical’ structure. The 


phenomenal structure is the construction perceived. Jordy (2005) 


recognises this distinction as well, but calls it ‘symbolic’ structure.


In this case, it seems that the building’s weight is carried by the 


slender, 6.5 m high columns on the plaza (phenomenal structure). 


The visual weight of the building leans on these columns. However, 


the actual structure consists of the steel and reinforced concrete 


cores, that go up to the 17th floor and contribute to the lateral 


stiffness of the building. The core is extended with a steel structure 


with shear trusses up to the 29th floor. This backbone is surrounded 


by a steel framework that supports the floors and the curtain wall.  
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Figure 3.28 Façade 


The building’s organisation is expressed in the façade. This figure 


is a schematic representation of the north-west façade. A clear 


distinction is visible between the public lobby on the ground floor 


and the private office floors. Furthermore, on the top of the building 


the rhythm of the façade changes, resulting in something that can 


be compared to a ‘cornice’.


The façade first impresses us by its colour: the dark brown materials 


give the buildings its weight. Furthermore, the detailing has a 


great effect on the appearance of the curtain wall: the I-beams 


project shadows on the wall, giving the façade depth. Thereby, 


we cannot grasp it at a glance, but we have to peer in order to get 


the full image. This effect is similar to ornamentation in classical 


form language. Jencks (1991) also refers to the corner detail of the 


Seagram building as “the modern equivalent of the Doric column” 


(p. 13). Moreover, the I-beams in the façade scale the wall and have 


a symbolic meaning referring to pilasters in classical architecture. 


The verticality of the building is stressed by the small distance 


between the I-beams and the lack of contrast between panels and 


windows (due to the colour), minimising the horizontal lines in the 


façade. 


Finally, while other architects often try to hide joints, Mies 


emphasises the joints of the I-beams by adding a specified lip on the 


bottom of each section, referring to more classical masonry façades.
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Figure 3.29 Approach


These sketches describe the way the building is approached. While 


one approaches a building, the first impressions are made. 


In the case of the Seagram building, the building is most likely to 


be approached from Park Avenue. The setback makes it possible to 


observe the whole building at glance. This is unique for skyscrapers 


in Manhattan; a place where one has to throw its head all the way 


back to see the top of a building. Jordy (2005) uses the metaphor 


of space and cliff to describe the effect of the building’s setback. 


The space in front of the building emphasises the presence of the 


‘cliff’ and we automatically look up. The setback and sight lines 


that result from this setback, underline the tallness and symmetry 


of the building and contribute to the building as a powerful sign. 


The verticality of the façade, as described in the previous section, 


sustains this effect. 


Furthermore, the symmetry of the building and the rhythm also 


contribute to a feeling of movement: you are sucked into the 


building. The entrances and volumes drive you into two funnels. 


This is further explained in Figure 3.31.
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Figure 3.30 Entrance - connection inside and outside. 


Three canopies mark the main and side entrances. It has been men-


tioned before that there is a strong visual relationship between the 


inside and outside. The line, separating the two, is blurred because 


of the thin and transparent façade and the materialisation of floor 


and ceiling. This effect is shown in this figure.  This is emphasised by 


the continuing rhythm of the columns and the volumes that intersect 


with the façade. Jordy (2005) compares the merger of plaza and 


lobby with the grandeur of a portal in Renaissance palaces.
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Figure 3.31 Configuration of the path


This figure shows the main routes through the building. As 


shown, the paths lead into three funnels: the path is narrowed at 


the doors, toward the ‘alleys’ and again while entering the Four 


Season Restaurant at the back of the building. The funnel-effect is 


underlined by the rhythm of the columns and the symmetry of the 


building and plaza. 


The routes shown are all horizontal. There is a clear distinction 


between horizontal and vertical traffic in the building. The vertical 


routes, the elevators and stairs, are ‘hidden’ within the volumes. 


Hence, there is no visual connection between the upper floors and 


the lobby.


The paths have a linear configuration, despite the possibility to 


move across all paths and spaces freely. The hierarchy among the 


paths is established by the symmetry of the building. However, the 


path you choose is probably more dependent on your destination as 


well as the way you approach the building.
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Figure 3.32 Form of the circulation space [right page]


This figure shows sections of three spaces, emphasising the height 


and width of the spaces compared to human dimensions. 


The form of these circulation spaces differs in proportion. This 


contributes to the different use of the spaces. In the narrow and high 


spaces, like the three ‘alleys’ (1 : 0.5) one feels more eager to pass 


along. The movement in this space is probably only in two direc-


tions. But if the h : w ratio is higher, for example in the west-lobby 


(1 : 3.7), we feel more comfortable to stay in one place and move 


around in multiple directions. 


Thus, large, open spaces are clear in one glance and there is no 


movement necessary to explore the space any further. In narrow 


and high spaces, on the other hand, we need to move to explore 


our surroundings. Ching (2015) agrees with this statement: “While 


square and oblong spaces define places for activity, linear spaces 


encourage movement” (p. 299). Nonetheless, furnishing can 


influence behaviour as well. For example, the marble benches, the 


platform’s edge and stairs are very inviting to sit down and stay for 


a longer period of time. This is confirmed by the sighting study of 


William H. While in 1980 shown in Figure 3.33.


Figure 3.33.  Sighting study 


(based on: Lambert, 2013, 


p. 190)
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Figure 3.34 Size (h) compared to Manhattan skyline


This figure is an abstract representation of the Manhattan skyline 


compared to the Seagram building. During the construction of the 


building, the skyline of New York looked very different compared 


to the one today. Post-Seagram, more glass-box office towers and 


plazas started to dominate the city’s skyline.
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Figure 3.35 Size (h)


The longitudinal section shows that the size of Seagram’s spaces 


gets more human as one goes deeper into the building. At first, 


throwing your head back and looking up to the 157 m high building, 


any human dimension is remote. While approaching the building, 


the canopy and overhang define a more human space. Arriving in 


the 6.5 m-high west-lobby, space is even more defined, giving a 


better sense of height. Further on, the narrow space between the 


volumes stresses the height of the ceiling. Finally, ceiling and floor 


come closer together at the entrance of the Four Season restaurant. 


This height difference emphasises the more private character of this 


space.


This statement also holds for the office floors with a gross height of 


3.7 m. The 6.5 m-high lobby is doubled in floor height compared to 


the office floors above. 











Proportion & Scale


114 Part I - “Speaking Architecture


Figure 3.36 Human dimension


In the building’s interior, subtle elements are added to include 


some sense of human dimension in the lobby. This figure shows 


the curtain wall and volumes with (left) and without (right) the 


horizontal elements. This is in contrast with the upper floors, where 


door openings exceed the entire height of the story. 











116 Part I - “Speaking Architecture


3.1.5 Conclusion


Although modern architects tried to be anything but classi-


cal, this analysis showed a lot of references toward classical 


language. The hierarchical organisation of space and form, 


the building’s symmetry, rhythm and explicit detail, as 


well as the use of simple geometric forms, give Seagram the 


symbolic power of classical architecture.


Ornamentation, another important aspect of the classical 


language of architecture, gets a new definition in this 


building. We have compared the I-beams in the façade and 


corners with the Doric column. It is within this definition 


of ornamentation that Mies’ famous phrase “less is more” 


becomes clear. As Jordy (2005), a defender of modernism 


(over postmodernism), explains: “The emanative potential 


of the object (contributing to Mies’s “more”) depends on its 


remaining very intensely the object that it is (his “less”).” 


(p. 143) In other words: the object itself becomes in a way 


a symbolic ornament. These details contribute to the com-


plexity of the building; the Seagram building is complex in 


its simplicity and this contributes to the building’s powerful 


appearance. Through his design and attention to detail, Mies 


made complexity comprehensible. 


Another aspect that contributes to the monumentality and 


power of Seagram is its visual weight. This is where the 


essence of the true meaning of the Seagram building lies 


according to Jordy (2005). The visual weight of the building 


is emphasised by the dark colour of the building and its 


symbolic structure. The whole building is pushing down, 


leaning on the slender columns. On its own, the building 


seems slender and elegant. As Jordy (2005) puts it: it is the 







commanding sense of human presence that gives the building 


its impressive weight and power.


Because of its dimensions and relation to the human body, 


one could only feel inferior to the building’s power. The whole 


construction breaths luxury. This is underlined with the 


choice of materials that are unusual and luxurious. Moreover, 


it is not you, but the building that decides whether you’re 


inside or outside. The building’s organisation and design let 


you float through the building, transitioning between interior 


and exterior and one space and another without noticing. 


This merger of plaza and lobby is underlined by the rhythm 


of the columns and volumes that seem to ignore the physical 


boundaries of the building, as well as the consistent use of 


materials both inside and outside the building. The varia-


tions in proportion, material and amount of natural light 


contribute to this natural circulation within the building. It is 


this natural movement through the building that makes you 


a guest of the space rather than equals.


The Seagram building is a modern example of how meaning 


and design can work together and result in a powerful and 


monumental building. According to Jordy (2005), Mies was 


one of the few who understood the importance of ‘symbolic 


essence’, which is clearly visible in his design for Seagram. 


In other words, Mies designed with the symbolic meaning of 


the building in his mind. The building was an answer to a cry 


for a better image of the company; moreover, it resulted in a 


modern monument that communicates power in an enduring 


and intrinsic manner.
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3.2 AEG Turbine Factory
1909, Berlin, Peter Behrens







Figure 3.37 AEG Turbine Factory detail hinge (Vanky, 2005) 


[left]


Figure 3.38 AEG Turbine Factory (Vanky, 2005) [right]
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The Turbine Factory (German: turbinenfabrik) was built in 


1909 for the Allgemeine Elektricitäts-Gesellschaft (AEG), a 


producer of electrical equipment in Germany. As the name 


indicates, it was built as the production site of turbines. It 


replaced the former turbine hall that had become too small.


In 1939, the 123 m-long building designed by Behrens was 


extended to 288 m. The architects preserved the same rhythm 


and language, though in a more contemporary design. 


Nowadays, the turbine factory is part of Siemens and is still 


used as a production site of gas turbines, hundred years after 


the construction Behrens’ original design. 


3.2.1 Peter Behrens (1868 – 1940)


The Turbine Factory is probably the most well-known 


architectural project of Peter Behrens (1868 – 1940). Behrens 


was a German architect and designer who stood at the 


beginning of and was of great importance to the Modern 


Movement. Behrens first started working for AEG in 1907, 


the same year he started to work as an independent architect 


in Berlin. The factory was the first assignment he did for 


AEG. For this project, he worked together with engineer Karl 


Bernhard (Anderson, 2000). 


The Turbine Factory marked the beginning of a fruitful 


cooperation between Behrens and AEG. He was soon hired 


as the company’s aesthetic advisor and designed multiple 


buildings and products, as well as the company’s logo, 


posters and other forms of visual communication. 


3.2.2 Social and architectural context


According to Moro (2010), AEG’s Turbine Factory finds its 







meaning in the context of history. It was built toward the end 


of the second Industrial Revolution that had begun around 


1850. This second wave of industrialisation brought among 


other things electricity, combustion engines and steel. This 


led to the mass production of all kinds of products. Germany, 


where the industrialisation kicked in somewhat later than in 


Great Britain and France, found its economic strength in the 


fields of steel, chemistry and electricity. German companies 


focused on technical and aesthetic innovation to obtain good 


reputation of their products and company in Germany and 


abroad (Cohen, 2012).


With the second Industrial Revolution and the materials it 


brought, a paradigm shift in architecture emerged. During 


the second half of the 19th century, public transportation 


became more accessible. Architects were able to travel around 


in Europe and get inspired by the technologies and aesthetics 


of their colleague designers. This resulted in rapid changes 


Figure 3.39 AEG Turbine Factory, 1909 (Merrill, n.d.) Figure 3.40 AEG Turbine Factory, interior 1909 (Merrill, n.d.)
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in architecture - and all arts for that matter - and led to the 


beginning of the Modern Movement in Europe. 


The AEG Turbine Factory is often considered to mark this 


beginning. It is regarded as the first great modern building 


and the ‘fountainhead’ of industrial design. Moreover, it was 


a direct example for later factories (Jencks, 1991). Anderson 


(2000) states that, the Modern Movement brought a shift 


from tectonic architecture, with a focus on architectural 


form, to an architecture with an emphasis on space. With this 


new definition of architecture, architects were able to let go 


of the classical forms and “rules” that the classical language 


brought with and they could design more freely. 


In Germany, the industrialisation simultaneously led to 


the acceptance of standardisation, as well as to a renewed 


interest in architecture as a craft. This contributed to the 


establishment of the Deutscher Werkbund in 1907. Peter 


Behrens was one of the architects that worked for this asso-


ciation. They were inspired by the Arts and Crafts movement, 


particularly popular in Great Britain. The Werkbund tried to 


integrate architecture as a craft, with the technical potential 


of mass production. This resigned acceptance of industrial 


civilisation in design is also visible in Behrens’ architectural 


designs of that time. as Anderson (2000) states: “The indus-


trial revolution brought new patterns of organization, new 


personality types, new structural systems, and new materials 


and techniques of construction.” (p. 130) Behrens saw it as 


his role to shape these new elements in his architecture. 


He did this by giving the Turbine Factory a clear symbolic 


expression: that of a temple. 







3.2.3 Architectural meaning 


In the late 19th and early 20th century, “architecture became 


both a factor for increasing industrial productivity and a 


key component of new visual strategies developed by big 


business” (Cohen, 2012, p. 82). AEG’s turbine factory sym-


bolises both these developments. It represents the productive 


process made by men; the standardisation of the production 


is reflected in the repetition of the building’s elements. Moro 


(2010) even calls the building a ‘decorum’ of the standardised 


production process that takes place inside. 


Figure 3.41 shows how the architecture of the Turbine Factory 


was used in AEG’s advertisement campaigns as well. The 


building was used as a symbol for the company’s innovative 


products and productions processes. As shown in the pre-


vious case study, Seagram also used modern architecture as Figure 3.41 AEG advertisement (Phaidon, n.d.)
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a public relations-tool. However, post-World War II, the use 


of architecture in advertisement had a far more melancholic 


meaning than it had in the beginning of the 20th century. 


Where in the 1950s modern design symbolised a hope for a 


better future, for AEG, their modern factory was a symbol 


for a better today. Nowadays it can be hard to imagine the 


very positive reputation of industrialisation of that time. The 


Industrial Revolution created jobs and led to an increasing 


welfare for the lower and middle classes. As a result of 


mass production, household appliances became affordable 


for everyone and they made life much easier. Accordingly, 


factories symbolised a better quality of life and work. 


‘Utilitas’ 


The AEG Turbine Factory stands at the beginning of the 


Modern Movement in Europe. For the first time, there was an 


emphasis on Vitruvius’ ‘utilitas’ (Moro, 2010). In other words, 


the building is designed to satisfy specific functional needs. 


For the Turbine Factory this resulted in a main assembly hall 


of large dimensions (high enough to lift the turbines over the 


machines on the operating floor and the capability to bring 


railroad cars directly into the workspace), a smaller space for 


storage and secondary production processes and a maximum 


amount of natural light in the workspace. 


Despite the emphasis on functionality, there was an interest 


in architectural meaning as well. The architecture of the 


factory was undoubtedly a function of technique and of 


construction, but at the same time, through its shapes, it 


expresses a purport (Moro, 2010).







Temple of power


The ‘modern factory’ became a new theme in architecture. 


While the Modern Movement rebelled against the classical 


form language of the Beaux Arts, Behrens deliberately 


returns to the classical language of the Hellenic temple to 


give the factory a high symbolic meaning. Yet, it is executed 


in modern materials and with new techniques.


The Turbine Factory is often referred to as the ‘temple of 


power’. ‘Power’, in this case, is twofold. On the one hand, it 


can be interpreted literally: turbines were the new source 


of electrical power. On the other hand, it can be interpreted 


in a connotative manner as a symbol of the prowess of the 


people and an expression of political and economic power 


(Moro, 2010). Behrens recognised the power of the flourishing 


German industry and saw how it influenced society. He 


expressed this power through monumentality, as it was 


always done throughout history. However, until then this 


was only expressed in public buildings (Moro, 2010). This new 


interest in the aesthetics of the factory is underlined when 


looking at Figure 3.42. Prak (1968) ranks the factory as being 


based more on rational factors than emotional. However, 


in the beginning of the 20th century, with AEG’s Turbine 


Factory ahead, this building type showed an upcoming 


interest in the emotional factor as well. 
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Figure 3.42 Rational versus emotional factors in architecture 


(Prak, 1968, p. 23)
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3.2.4 Analysis


The following pages show the analysis of the AEG Turbine 


Factory. This analysis focusus on the original design of 


Behrens (without the extension).







Figure 3.43 Top view AEG Turbine Factory, scale model 1:200











Figure 3.44 AEG Turbine Factory, scale 


model (1:200)







Form


Figure 3.45 AEG section, scale 1:500
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Figure 3.46 AEG floorplan, scale 1:500
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Figure 3.47 Shape


In its shape and (to go a little bit ahead) organisation of these 


shapes, the AEG Turbine Factory shows similarities with the Hellenic 


temple. According to Summerson (1980), the Turbine Factory is a 


modernised version of a neoclassical building “designed on the lines 


of a temple but with all the stylistic signs and symbols cut out” (p. 


110).


First, the ‘pediment’ is replaced by a broken curve and the steel 


construction bows. Second, the rhythm of the steel construction 


bows, visible in the façade, represent the columns. The modern 


columns of the Turbine Factory are executed in great detail. The 


detail of the hinges - where the base meets the pedestal - can be 


compared to the ornamentation in the orders of Greek columns. 


Third, the cornice is also represented, though in green steel. Fourth, 


The concrete plinth can be compared with the ‘stylobate’ or with 


the base or pedestal of non-Doric orders. Fifth, the analogy can be 


taken even further when comparing the horizontal trenches in the 


plastered wall with some kind of ‘rustification’: an ancient masonry 


technique where the joints are set back into the façade to give a 


‘rustic’ effect (Summerson, 1980), or with the horizontal division in 


classical columns (Moro, 2010). 


Another similarity between the Turbine Factory and the ancient 


Greek architecture of the temples is the way Behrens played with 


perspective and perception in his design. This is, above all, visible in 


the design of the main hall. The length and perspective of the hall 


are stressed by the rhythm of the iron columns in the façade. In the 


extension of 1939, this rhythm continues. 


According to Summerson (1980), none of this would speak in the way 







it does if it wasn’t for the ‘battering’ of the façades: the solid façades 


and the glass façade of the Berlichingenstraße lean back, resulting 


in a trapezium-like shape and an emphasis on the perspective and 


height of the building (see also Figure 3.69).  
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Figure 3.48 Material and colour


Despite the fact that the shape of the building might show classical 


references, the materials are a typical representation of the 


Industrial Revolution. The material palette for the Turbine Factory 


mainly consists of glass, steel and a yellowish concrete.
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Figure 3.49 Steel construction bows


These asymmetrical bows form the main structure of the building. 


They are 29 m in height. The biggest span is 13 m and the aisle has 


a span of 6.5 m. The frames are made of steel: the vertical arms are 


solid I-beams, while the roof is built up from trusses. 


The glass wall of the Berlichingenstraße is placed on the inside of the 


steel columns. This makes the steel construction partly visible from 


the outside of the building. 


The detailing of the connection of the pillars to the concrete plinth 


are machinelike. According to Anderson (2000) the hinges (see 


Figure 3.37) refer to the complex machinery inside the factory







Figure 3.50 Concrete corners


The corners of the building are solid concrete walls. The corners are 


rounded on the edges and the whole wall leans back with an angle 


of 3°.


According to Anderson (2000), Behrens designed the corners of the 


building in concrete to give the building weight and a sense of cor-


porality. The horizontal lines were added to make a clear distinction 


between the load bearing steal (and vertical) construction and the 


non-load bearing concrete walls.


 3. Case studies 139







 


140 Part I - “Speaking Architecture


Figure 3.51 Glass walls


Glass walls cover most of the building’s façades. The walls on the 


long sides of the building are over 100 m in length and 18 m in 


height. A large amount of glass was necessary to reach the maxi-


mum amount of daylight in the factory. Together with the concrete 


wall, the steel and glass construction of the Berlichingenstraße leans 


back with an angle of 3°. In the front façade, the glass plane stands 


up straight while the concrete wall leans back with the same angle.


The structure of the walls consists of a typical steel frame that 


divides the wall into smaller glass planes. This structure and its 


measurements are the same in both the front façade and the façade 


facing the Berlichingenstraße. The west façade however, facing the 


courtyard of the complex, shows other proportions. 







Figure 3.52 Roof


The roof consists of steel plates with concrete sides. The shape, a 


broken curve with six edges, follows the form of the underlying 


construction and refers to the ‘pediment’ of ancient Greek temples. A 


steel ‘cornis’ surrounds the roof. 


According to Anderson (2000), Behrens designed the roof to look 


hefty, so that it would add to the corporality of the building.
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Figure 3.53 Skylights


On top of the roof of both the main hall and the side aisle, skylights 


provide the internal space with extra daylight. Just like the glass 


façades, a steel construction divides these structures into smaller 


glass planes.


On top of the main hall, the skylight is set back from the façade in 


order to avoid a disruption of the ‘pediment’s’ shape.







Figure 3.54 Concrete plinth


A concrete 1 m-high plinth surrounds the building. At the foot of the 


steel construction bows, the plinth becomes wider and supports the 


construction.


This plinth forms the base of the building. The bulges that support 


the steel construction bows and the detailed hinges can be remi-


niscent of the pedestal of columns in some of the orders of classical 


architecture. The density and heaviness of this concrete base push 


the building into the ground.
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Figure 3.55 First level floor


An 80-centimetre-thick concrete floor creates another level in the 


aisle. The split-level creates more space for secondary production 


processes and storage.







Figure 3.56 Cranes


Inside the building, a separate steel construction supports the 


different cranes used for lifting the turbines and moving them 


along the production line. The aisle is provided with cranes for the 


secondary production processes. 


 3. Case studies 145







Space


146 Part I - “Speaking Architecture


Figure 3.57 Physical space - section [above]


Figure 3.58 Physical spce - floorplan [right]


The actual, physical space of AEG is presented in these figures. The 


main hall and aisle define one physical space at the ground level. 


Technically speaking, the aisle and main hall at the first level form 


one physical space as well. However, one cannot use it as one space 


because only the aisle has a floor at this level. The section shows the 


building as one physical space since all spaces are connected to each 


other physically.
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Figure 3.59 Conceptual space - section [above]


Figure 3.60 Conceptual space - floorplan [right]


The perceived space in the Turbine Factory is different from the 


actual space, as is shown in these schemes. At the ground level, the 


aisle and main hall are clearly perceived as two separate spaces. 


This perception is very clear in the model as can be seen in figure 


3.75. The spaces are also used in a different manner: they facilitate 


various parts of the production process. While the previous figure 


showed the first level as one physical space, these figures show 


that only the area marked by the first level floor is perceived as a 


separate space. The section shows a clear overview of the three 


conceptual spaces described here.
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Figure 3.61 Boundaries


The isometric figure on the right shows the boundaries of the 


conceptual spaces defined above. The main hall, the biggest 


conceptual space, is defined by three glass and steel façades, the 


concrete corners and a roof. The line of columns, which is part of 


the construction bows, separates the main hall from the other 


conceptual spaces. 


The two smaller conceptual spaces in the aisle are also defined by 


three façades. The floor of the first level separates the two spaces.


The height and dimensions of the different conceptual spaces give 


them a clear hierarchy. This can be seen in the section of the building 


(Figure 3.45). The hierarchy of the spaces has a causality with the 


function. The main production line is hosted by the main hall, while 


the aisle facilitates smaller, secondary processes and storage.
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Figure 3.62 Urban organisation


This figure shows the urban organisation of the factory’s context 


in the present day. During Behrens’ time, the industrial district of 


Moabit was developing quickly. AEG took over the industrial site 


(indicated by the dotted line) in 1904 from the Union-Elektricitäts-


Gesellschaft (UEG), producer of electrical trams (Anderson, 2000). 


The site, now owned by Siemens, is a mix of old buildings from 


Behrens’ time and newer constructions. 


The figure also shows part of the Turbine Factory’s extension. 


Both the original factory as the extension follow the line of the 


Berlichingenstraße. The length of the 100+ meter façade, adjacent 


to the sidewalk, is hereby stressed. As a result, the front façade is not 


parallel with the Huttenstraße, leaving a space at the corner of the 


two streets. A line in the pavement emphasises this angle and marks 


the official property of the company.
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Figure 3.63 Organisation of forms


The core elements of the building are organised according to a grid 


structure. The steel bows are mainly responsible for this grid. Only 


the front façades (both of the main hall and the aisle) let go of this 


organisational grid. The concrete corners tie the design together.


This figure also shows the lack of symmetry in the building. This is a 


result of the building’s structure. The main hall is twice the width of 


the aisle. 
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Figure 3.64 Organisation of spaces - section [above]


Figure 3.65 Organisation of spaces - floorplan [right]


The figure on the right shows that the spaces of the Turbine Factory 


are organised in a clustered way along two axes parallel to each 


other. 


When looking at the section, a comparison can be made with the 


typical organisational scheme of churches with a cruciform plan. 


These churches typically consist of a high nave with two lower 


aisles. Around 1900, this orgasational scheme was also applied to 


other building types, like the Amsterdam Exchange of Berlage, built 


between 1889 and 1903. 


Behrens chose to deviate from the triparted scheme and designed 


not two aisles, but only one. Apart from functional considerations, 


this was also an aesthetic choice of the architect. Behrens wanted to 


emphasise the length and height of the building by placing the main 


hall directly next to the Berlichingenstraße.
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Figure 3.66 Relations among spaces - section [above]


Figure 3.67.Relations among spaces - floorplan [right]


Although the spaces on the ground floor are perceived as separate, 


there are physical connections between all columns. At the first 


level, there are no physical, but only visual connections, represented 


by the dotted lines in the figure on the right. The scheme above 


shows these connections in section. 


It is striking that, although the building is mainly constructed out 


of glass and steel, there is almost no direct visual connection with 


the outside. This is an outcome of the high placement of the glaze 


façades (1.80 m above the ground). This effect is also visible in 


Figures 3.44 (model), 3.45 (section) and 3.75 (model).
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Figure 3.68 Structural organisation


The main structure of the building consists of thirteen steel 


construction bows. These bows carry the weight of the glass façades 


and the roof. 


Just as Seagram, a distinction can be made in physical and phe-


nomenal structure. However, the phenomenal structure was not as 


intentional as it was in the design of the Seagram building. Cohen 


(2012) about the building’s phenomenal versus physical structure:


“Most interesting, Behrens played with a paradoxical contrast 


between mass and transparency. The corner pylons, which look 


like stone piers, are made of concrete yet carry only their own 


weight, leaning inward as they rise. The glass plane, on the 


other hand, tips at an angle to the exterior edge of the frame, 


as if bearing the heavy load of the giant roof, which in fact is 


supported by the underlying steel-frame structure.” (Cohen, 


2012, pp. 82-83)


It was clearly not Behrens’ intention to make the concrete walls 


part of the phenomenal structure. He chose concrete because of 


its plasticity and to give the building a more heavy and corporate 


expression, not to make it look like the corners carried the weight of 


the roof. 
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Figure 3.69 Façade


The front façade shows the hierarchy of the spaces behind. The 


main hall and aisle are expressed as separate in the façade.  First, 


the aisle lays somewhat back, relative to the elevation of the main 


hall.  Second, the façade of the main hall shows an explicit form 


language through its shapes and reference to the classical language 


of Greek temples. This gives the main hall a powerful and corporate 


expression that is not as clearly present in the aisle.


Moreover, Behrens concealed the lack of symmetry in the building’s 


functions and spaces by giving the façade of the Huttenstraße a very 


symmetrical expression.


Finally, the logo and typography on the ‘pediment’ communicate 


the building’s function. The logo was also designed by Behrens. 







Huttenstraße


Berlichingenstraße
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Figure 3.70 Approach & entrance


The factory stands on the corner of two streets. Therefore, both 


the front façade and the façade on the Berlichingenstraße have 


a prominent role when approaching the building. Moreover, the 


building was the most important building of the AEG site and was 


oriented toward the centre of Berlin; it functioned as a showfront for 


the whole complex. 


Earlier, the rhythm of the Berlichingenstraße façade and its effect 


on the perspective and perception of the building was discussed. 


This sketch shows this effect when approaching the building from 


the corner. From this point, the whole Berlichingenstraße seems to 


be outlined by this one building. As far as one can look, the building 


continues (especially after the extension of 1939).


Where with Seagram the building’s entrance was clearly marked, for 


AEG this is a confusing subject. While approaching the building one 


expects the entrance to be located somewhere in the front façade. 


This is a result of the hierarchical expression of the façade and the 


symmetry of the main hall. However, one should not forget that 


this is not a public building, but a factory. Although the building is 


the showfront of the industrial site, it is not the entrance. Purely 


for functional reasons the entrances of the building are not located 


in the façades adjacent to the main roads, but at the yard of the 


complex. 
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Figure 3.71 Configuration of the path


The Turbine Factory is a functional building. The production process 


of the turbines is central to the configuration of the path. The 


movement of the machines is organised via the lines defined in this 


figure. It is in this direction that the cranes are installed to lift (parts 


of) the turbines. 


The routes of the workers are subordinate to the production process 


and have no clear path.
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Figure 3.72 Size (h) urban context


In Manhattan there was a battle to the sky, resulting in a large 


variety of height in the district. For the Turbine Factory however, a 


quieter urban profile can be seen. 


The Turbine Factory blends in with the height of the buildings 


surrounding it. The only difference is that where the other buildings 


show a façade distribution that follows the five to six floors behind, 


the Turbine Factory’s façade has only one immense hall behind it.  
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Figure 3.73 Size (h)


In the previous figure, it was shown that the factory does not stand 


out in its surroundings regarding height. However, on its own the 


building’s size is overwhelming. While standing next to the building, 


every sense of human dimensions is lacking. The building is blown 


out of proportions. It is as if the building is scaled but the people and 


trees surrounding were skipped in the process. 


This overwhelming and inferior feeling through scale leads to a 


powerful expression of the building. This is stressed by the form 


language of the building’s façade. Behrens uses a language that is 


very common to us. But the scale of these elements brings a factor of 


confusion to these referential points. Examples are the plinth of the 


building, which is already a meter in height. The same holds for the 


horizontal lines at the concrete corners. Another element that leads 


to this confusion are the windows of the aisle and the glass façades. 


All glass begins at a height of 1.80 m. Most people, therefore, are not 


able to look inside the building. For the aisle, there is a distribution 


in the façade that communicates the split-level behind. These 


storeys, however, are nine meters in height, three times a “normal” 


story height. 











Figure 3.74 Scale


This is a front view of the 1 : 200 model of 


the Turbine Factory. Here, the scale of the 


building is visible in relation to the people 


and trees. 















Figure 3.75  Scale


This photo shows the scale of the indoor spaces. This schematic 


model only shows the structure of the building and not the machin-


ery inside.
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3.2.5 Conclusion


The case study of the Turbine Factory shows, even more than 


Seagram, the communication of power in architecture. Power 


has always been expressed through monumentality. In the 


Turbine Factory, and throughout his entire oeuvre, Behrens 


communicates power and monumentality through “cubic 


compactness and creation of large forms” (Anderson, 2000, 


p. 194). Seagram however, expresses monumentality not by 


large forms but rather by its simple and naked geometry. 


It is probably the scale of the building and its shapes that give 


the Turbine Factory such a powerful expression. The building 


looks like it is blown out of proportion. While passing by, 


one can only feel inferior next to the building. The Turbine 


Factory owes this not to its height, like Seagram or other 


skyscrapers, but to its scale. Furthermore, the language of 


the building clearly refers to the classical temple; a typology 


that already carries meaning of its own.


In the previous case study, a new definition to ornamentation 


is discussed. We also know that Mies’ naked, but well 


thought of ornamentation did not come out of the blue. 


Ornamentation, or better said detailing, keeps getting back 


into the discussion on architectural meaning. Anderson 


(2000) refers to the factory’s large scale, industrial materials 


and machinelike details as “technically appropriate”, but 


they also achieve an “intensified character” (p. 143). In 


other words, the detailing of the Turbine Factory contributes 


to the story it tells. Moreover, according to Moro (2010), 


Behrens added ornamentation to the building to increase 


its corporality and symbolic essence. This is expressed in 


the horizontal lines in the concrete corners as well as the 







machinelike details in the glass façades and construction 


bows. Furthermore, these details have a symbolic meaning as 


they refer to the complex machinery inside. 


In the AEG Turbine Factory, we can see a direct reference 


to an existing classical language. In the architecture of 


Seagram, the message was more subtle. It seems like the 


language of modern architecture in Behrens’ day was in its 


infancy and in time, developed into the more subtle vocabu-


lary of the Seagram building.
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Grote of Sint Bavokerk
1370-1530, Haarlem







Figure X (right) Figure 3.76 Grote of Sint Bavokerk interior [left]


Figure 3.77 Grote of Sint Bavokerk [right]















Figure 3.78 ‘Interieur van de Sint Bavo kerk te Haarlem’, by Job 


Adriaensz Berckheyde, 1665 (Schilderijen Nu, n.d.) [left]


Figure 3.79 ‘Koor van de St. Bavo, Haarlem’, by Pieter Jansz 


Saenredam, 1635 (Schilderijen Nu, n.d.) [right]
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The ‘Grote of Sint Bavokerk’ (from now on Bavo) has played 


an important role throughout the history of Haarlem. With 


its high shoulders, to which it owes its nickname ‘Jan met 


de hoge schouders’ (Jan with its high shoulders) and highly 


decorated bell tower, the church functions as a symbol, 


landmark and business card of the city. This can be seen 


in the prominent appearance of the Bavo in drawings and 


paintings since the church had been build.


Today, the church still functions as a landmark for the city. 


It has a prominent location in the middle of the city market. 


That the church is still an important reference point to the 


city is also proven by the sight lines that are of important 


value to the municipality (‘Structuurplan Haarlem 2020’, 


2005) and are kept intact. 


3.3.1 Construction


The church was constructed in phases between 1370 and 


1530, after a fire damaged part of the previous church. Its 


predecessor, on the exact same location, had a cruciform, 


three-part nave as well, with a tower against the west façade. 


It was likely a Roman church (de Boer, Delleman, Phaff, 


Snoep, van der Steur, Temminck, 1985). Because the old 


church was too small for the rapidly growing population of 


the city, it was decided to start the construction of a new and 


bigger church after the fire. 


The construction roughly took place in three phases (shown 


in Figure 3.80), starting with the choir (1370-1390), that was 


most damaged by the fire. Second was the crossing and 


transepts (1445 – 1455) and third the nave, that was built 


around the existing building (1455 - 1471). After completion of 







the nave, the old nave and tower were demolished. A wooden 


bell tower temporarily took over the function of the western 


tower until the current one was built in 1520. Between 1480 


and 1495, the crossing and transepts were heightened to 


connect with the new and higher nave. This is still visible in 


the colour differences of the natural stone in the façade. The 


different building phases are visible in minor details in the 


interior of the church. For instance, in the detailing of the 


walls of the nave and choir as shown in Figures 3.81 and 3.82. 


Despite its differences and the different building phases, the 


church can still be perceived as one whole. 


During the last two centuries, the church underwent two 


large renovations. The first, at the end of the 19th century, 


was led by the famous renovation architect dr. P.J.H. Cuypers 


(1827 - 1921). The second renovation took place between 1981 


and 1985 (de Boer, et al., 1985).


Figure 3.80 Construction phases Bavo
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3.3.2 Social and architectural context


The church was originally built as a Catholic church dedicated 


to Sint Bavo. After the reformation in the 16th century and the 


Siege of Haarlem (1572-1573), the church was transformed and 


became Protestant. 


The Bavo is an urban and spiritual peak in the city (de Boer, 


et al., 1985). After the Second World War, the church kept 


and even strengthened its central position in Haarlem. 


As a typology, the church used to be the central point of 


society. It was the religious and social meeting place for 


the community. Wolff (1845) described the Bavo as a social 


get-together that was also used for award ceremonies and 


exhibitions in the 19th century. The celebration of four 


hundred years of book printing also took place in the church 


and held over 4000 guests (Wolff, 1845). Even though, religion 


is no longer at the centre of society, the church is still used 


for both religious as well as social events today. During one 


of my visits for this case study, for example, the church was 


transformed to become the decor of the winter Parade. 


Religious buildings are built since the moment we started 


to make architecture. The church as we know today finds 


its origin with the beginning of Christianity itself. Bavo is a 


typical Gothic, cruciform church. Many were built since the 


12th century and it is perhaps the most renowned typology 


for churches we know today. Because of the importance of 


religion for society up to the 20th century, religious archi-


tecture was always seen as the highest form of architecture. 


Figure 3.81 Interior detail choir [left]


Figure 3.82  Interior detail nave [right]
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Churches, temples and mosques, therefore, played a big role 


in the development of architectural history and style. 


High Middle Ages


The Bavo was built during the High Middle Ages. Following 


the dark ages, this period brought Western Europe a far more 


optimistic state of mind. The population was growing rapidly, 


as were with the cities. In Haarlem, the economy flourished 


under the rise of the textile and shipbuilding industries, as 


well as the great number of breweries in the city.


During this time, a number of practical innovations created 


the foundation of our lives today. An innovation especially 


important in Haarlem, for example, was the invention of 


new printing methods. This, together with a rediscovery and 


new translations of the works of ancient philosophers and 


great minds also led to a renewed interest in philosophy and 


science, for instance mathematics. A new appreciation and 


understanding of geometry, music and art also left its mark 


on the architecture of that time (Ralls, 2015). 


From Romanesque to Gothic


The birth of the Gothic cathedral was not as smooth a 


transition from Romanesque architecture as one might think. 


On the contrary: it came rather abrupt. The first Gothic ar-


chitecture is often presumed to be visible in the abbey of the 


Basilica of Saint-Denis in France, which was built around 1135 


by Abbot Suger (c. 1081 – 1151) (von Simson, 1974, Ralls, 2015). 


This abbey included all typical forms of Gothic architecture: 


pointed arches, stained-glass windows, nave structures and 


flying buttresses. However, more important was the state of 


that mind had changed.







Once created, Gothic became the language of Christian 


churches. Moreover, it may be the most universally under-


stood architectural language in the Western world: when we 


speak of ‘Gothic’, the image that comes to mind is the same 


for all (von Simson, 1974). 


To grasp the true meaning of Gothic architecture, however, 


we first have to understand that (more than with the two 


previous case studies) the Bavo was built in a different time: 


a time that only marks the very first beginning of an age we 


could call ‘modern’. To start, von Simson (1974) points out 


that we first have to understand that the word ‘symbol’ had 


a different meaning and function than it does now. For the 


medieval man, the symbol was the only way to understand 


the physical world. For architecture, this meant that it was 


“designed and experienced as a representation of an ultimate 


reality” (von Simson, 1974, p. xvii).


3.3.3 Architectural meaning


Prak (1968) makes a link between Roman and Gothic 


architecture and the social context of those ages. He states 


that the Roman churches reflect the depressing context of 


the dark ages: churches were built as introvert fortresses that 


could protect you from the dark world outside. While on the 


other hand, Gothic churches represent the extrovert, light 


and optimistic ages that followed. Nevertheless, this does not 


mean that the evolution of these styles did not have anything 


to do with the technological limitations of those times. 


The poor man’s bible


Forty (2000) compares architecture with a novel or text: it 


can be seen as the “most complete and permanent record of 
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human thought and history” (p. 72). This especially holds for 


old architecture, like Gothic churches. It might even be one 


of few records left. For Gothic churches, the analogy between 


architecture and a novel can be taken even further as they are 


often referred to as ‘the poor man’s bible’.


During the Middle Ages, a period where illiteracy was 


widespread, the symbolism in the decorations, present in the 


Christian church, had an educative role in addition to their 


decorative role: the images represented biblical stories. It was 


a way of communicating and translating the bible to those 


who were not able to read. There was a difference, however, 


in the symbolic significance of these images in Romanesque 


and Gothic churches. In Romanesque architecture, the stories 


were told in the murals and mosaics that decorated structure 


of the building. In Gothic architecture, however, the symbolic 


significance was represented by the building itself: through 


light and proportion. 


A lot can be found about the ‘true’ meaning of Gothic archi-


tecture. The pointed arches, flying buttresses, nave structures 


and especially the cruciform floorplan would conceal hidden 


messages. Still, von Simson (1974) explains that these forms 


are not exclusive for Gothic architecture and therefore 


they are often confused with the true definition of Gothic 


architecture. These forms are only means to reach the goal. 


What, then, makes a building ‘Gothic’? Von Simson (1974) 


names two key characteristics of Gothic architecture: “the 


use of light and the unique relationship between structure 


and appearance” (p. 3). Umberto Eco, a theorist we have seen 


before, tends to describe meaning by contrast and names two 


in his work: vertical versus horizontal and light versus dark 







(Eco, as cited in Markus & Cameron, 2005).


 ‘True measure’


The cathedral represented the house of God on earth and a 


threshold to heaven (von Simson, 1974). In other words, it was 


the “symbol of the kingdom of God” (von Simson, 1974, p. 


xvi). It seems logical then that the medieval builders took the 


symbol of Christianity, the cross, to be the footprint of the 


building. Without reading too much into this symbolism one 


can also explain the building’s footprint and section as the 


result of proportion:


 “With but a single basic dimension given, the Gothic architect 


developed all other magnitudes of his ground plan and elevation 


by strictly geometrical means, using as modules certain regular 


polygons, above all the square.” (von Simson, 1974, p. 14)


This knowledge of ‘true measure’ was believed to be essential 


to the medieval builders and was kept a professional secret 


for a long time. Until, toward the end of the 15th century, 


Matthew Roriczer, builder of the Regensburg Cathedral, made 


it public.


This use of geometrical formulae had two reasons. The first 


originates from an almost superstitious belief in mathematics 


and is purely aesthetic (von Simson, 1974). This love for 


geometry and proportion was sacred in architecture, but it 


was not limited to this field: it was strongly present in other 


forms of art and music as well. Moreover, it was “rooted in 


the very world view of the twelfth century” (von Simson, 


1952, p. 14). Symmetry, harmony and true measure were 


recognised as divine. This can only be understood when 


knowing that the basis of all medieval thought was rooted 
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in one analogy: all things are created by God, and, thus, are 


manifestations of God himself. “The degree to which a thing 


“resembles” God, to which God is present in it, determines 


its place in the hierarchy of beings” (von Simson, 1974, p. 54). 


In other words, this obsession to strive toward perfection 


derives from the wish to resemble God who, of course, was 


believed to be the purest form of perfection. 


The second reason is a practical one. Proportions helped the 


builders to translate the scaled architectural drawings into 


real life measurements. They did not yet have yardsticks to 


measure distances in the field. Therefore, the construction 


was done through proportion (von Simson, 1974). Geometrical 


formulae were also used in pre-Gothic architecture and in 


arts. But here, they had a predominantly practical function 


rather than an aesthetic one.


Lux Lucet In Tenebris - Light shines in darkness 


 “1 In the beginning God created the heavens and the earth. 2 The earth 


was formless and void, and darkness was over the surface of the deep, 


and the Spirit of God was moving over the surface of the waters. 3 Then 


God said, “Let there be light”; and there was light. 4 God saw that the 


light was good; and God separated the light from the darkness. 5 God 


called the light day, and the darkness He called night. And there was 


evening and there was morning, one day.” (Genesis 1.1 – 1.5, New 


American Standard Bible)


As light was the first thing created by God, one can imagine 


the importance of light in the design of the Gothic cathedral. 


Luminosity, the second characteristic aspect of Gothic 


architecture also derives from the spirit of the ages, just as 


proportion did. Light was, in the 12th and 13th century the 







source and essence of all visual beauty (von Simson, 1974). 


This is also apparent in the love for shiny and polished 


materials like gold and minerals. Ralls (2015) also appoints 


the importance of light in the Middle Ages: “Light is a 


symbol of truth, hidden wisdom, and a higher understanding 


beyond all human division, definition, and activity” (p. 11). In 


architecture, this led to the replacement of opaque walls with 


transparent stained-glass ‘walls’.


Grote of Sint Bavokerk


These principles and meaning of Gothic architecture are also 


present in the Bavo in Haarlem. Wolff noted in 1845 that the 


beauty of the building was a result of the proportions and 


said that it cam across as ‘stately’ and ‘elegant’.


The Bavo is a Gothic church but does not show all forms 


typical for Gothic architecture. The flying buttresses, for 


example, are missing and the church is not as light as other 


examples of Gothic churches in France. Because of the 


weak soil, the churches of North and South Holland were 


constructed in a different manner: the buttresses would put 


too much weight on the ground (Janse, 1969). For the same 


reason, wood was used in the construction of the star vaulted 


roof and the tower. 


3.3.4 Analysis


The analysis goes further into the specifics of the visual 


communication of the Bavo. The analysis is limited to the 


spaces that are accessible to the public.
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Figure 3.83 Sint Bavokerk, scale model 1:200











Form


-0.6 m 


11.6 m 


29 m 


42 m 


78 m 


Figure 3.84 Section Sint Bavo, scale 1:500







Figure 3.85 floorplan Sint Bavo, scale 1:500
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Form


Figure 3.86 Shape


The floorplan of the Bavo is shaped like a cross. This is typical for 


Gothic churches built in the Middle Ages. The shape represents the 


symbol of Christianity: the cross. Going even further, one might also 


see the resemblance to a man, with his arms spread wide, repre-


senting the crucifixion of Jesus. The all-day believers would enter 


the church at the feet of the symbolic man. Moving further through 


the building along the legs until finally, the most important part of 


the man: the mind is reached in the choir. 
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Figure 3.87 Material and colour


This figure shows the material pallet of the Bavo. The structure 


consists of natural stone, in some places covered with a white 


plaster. Janse (1969) explains that it was typical for Gothic churches 


in Holland to imitate natural stone by using painting techniques, 


and this is also done in the Bavo at some places. 


Remarkable is the wooden roof. With its dark colour, it stands out 


clearly against the overall white and grey structure of the church. 


The stained-glass windows are another remarkable element in the 


building’s material and colour palette.  In this figure, a window 


designed by Cuypers in 1877 is shown. This example is located at 


the west side of the church. These windows originally told biblical 


stories and often show the sponsor of the window, in this case, the 


Dutch Society of Arts and Crafts.
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Figure 3.88 Tower


The tower of the Bavo is a so-called ‘Lantern Tower’. This means 


that it is situated on top of the crossing. The tower has a wooden 


construction and is covered with lead. The use of wood was 


necessary because of the weight of the tower (Janse, 1969). Earlier, 


a ston tower was built, but it had to be demolished because the 


crossing could not carry its weight (de Boer, et al., 1985).


Its hexagonal form rises above the city and functions as a landmark.







Figure 3.89 Roof


The pointy roof leans on the brick walls and follows the cruciform 


plan of the church. It is covered with dark slate.  
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Figure 3.90 Floor


The floor of the church is covered with big, black, stone tiles, some 


of them with names or decorations carved into them as they used to 


function as graves for the rich. The stones cover the whole nave and 


aisles of the church.







Figure 3.91 Walls


The solid stone walls support the roof and form the main construc-


tion of the building. Cut-outs, filled with stained-glass windows 


give the walls a heavy but transparent look.  On the outside, it is 


visible that several types of stone were used in the construction. 
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Figure 3.92 Stained-glass windows


The stained glass windows provide daylight in the church. The 


pointed form of these windows is typical for Gothic architecture. The 


windows have various designs that tell different stories. 


The coloured glass results in an interesting light pattern inside the 


building.







Figure 3.93 Columns


The columns support the stone walls of the nave. There are two 


variations: in the choir, the columns consist of bare stone while in 


nave they are more decorated. The base of the columns measures 


1.80 m x 1.80 m and they are 6.2       m in height.
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Figure 3.94 Cross vault


The ceiling of the aisles consists of ribbed cross vaults, covered with 


white plaster. 







Figure 3.95 Star vault


The ceiling of the nave consists of ribbed star vaults. The roof is 


mainly constructed using wood. Above the crossing, the starred 


vault is covered with white plaster decorated with colourful flower 


patterns.
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Figure 3.96 Physical space - section [above]


Figure 3.97.Physical space - floorplan [right]


These figures show the physical space of the Bavo. All spaces are 


connected with each other and therefore form one big physical 


space, including the aisles, choir and chapels. 
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Figure 3.98 Conceptual space - section [above]


Figure 3.99 Conceptual space - floorplan [right]


Although all of the Bavo’s space is connected physically, one 


might perceive it as different spaces. These figures represent the 


perceived spaces of the church. In the plan, we see a great number of 


conceptual spaces and they are not mutually exclusive. Prak (1968) 


also recognises that one physical construction can have several 


conceptual spaces, “just as a word may have several meanings” (p. 


27). For example, the crossing can be considered as part of the nave, 


part of the transepts, part of both the nave and transepts or it can be 


perceived as a separate space.


The section shows the biggest conceptual spaces: the nave and 


the aisles. Other spaces that can be perceived as separate are the 


crossing, transepts, the different chapels and the choir. 
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Figure 3.100 Boundaries


This figure shows the boundaries that define the different concep-


tual spaces. The aisles and nave of the church are separated by the 


columns. At the crossing, the rhythm and size of these columns are 


interrupted, resulting in a different conceptual space. The ceiling 


above the crossing is white and highly decorated, standing out 


against the sober wooden ceiling of the nave and emphasising this 


conceptual space. This can also be seen in Figure 3.78. 


The transepts are the same height as the church’s nave, interrupting 


the aisles an emphasizing the cruciform floorplan of the church. 


The chapels are separated from the other spaces because they 


disrupt the rhythm of the walls in the aisle and the floor is some-


what heightened in comparison with the other conceptual spaces of 


the church. 


Last is the choir, separated from the other spaces by an iron fence. 


Here, only the priests are welcome. The boundary of this space is 


quite different from the other boundaries in the building. It is very 


strict and you cannot enter the space behind the fence. There is, 


however, a visual connection because of the transparency of the iron 


fence.
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Figure 3.101 Behavioural space


The previous figure already goes briefly into the different 


behavioural function of the choir. While all other spaces are freely 


accessible for all visitors, the choir is not. Therefore, this space is 


excluded in the figure on the right.
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Figure 3.102 Urban organisation


The church is located in the absolute centre of the city.  Already in 


1245 - at least this was the first time it was mentioned in  


writings - there was a church on the current location of the Bavo 


(de Boer, et al., 1985). The Bavo literally and figuratively stood in the 


centre of the old city. Its location emphasises the important, central 


role the church had in Medieval society.


Like all churches, the Bavo is oriented with the choir and altar 


toward the east. On the north side of the church, where the fish 


banks are now, there used to be a cemetery. Nowadays, the church is 


surrounded by the central square and shopping streets.


As can be seen in this figure, the church also has various structures 


added to the complex in the form of shops. This is common for Gothic 


churches since they were the central point of the growing town 


(Ralls, 2015).
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Figure 3.103 Organisation of forms


The forms are organised according to a grid structure, as is shown 


in this figure. Because the church was built in three phases, the 


dimensions of the grid in the nave and choir differ. 


In the choir and nave, the grid follows a 1 : 1 ratio. The transepts, 


however, the ratio is approximately 1 : 0.6. In the last section of this 


analysis, the proportions of the building are discussed more deeply. 


Unlike the formal organisation of the Seagram building, this grid 


is drawn not centre to centre, but excludes the columns. Another 


difference is the accuracy of the grid’s measurements. Where 


Seagram’s grid is measured up to the millimetre, here the distances 


vary from pillar to pillar. This is logical given that they had no exact 


measurement techniques yet during the time of construction.
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Figure 3.104  Organisation of spaces - section [above]


Figure 3.105 Organisation of spaces - floorplan [right]


The spaces are organised according to a clustered structure, with 


symmetrical conditions in the shape of a cross. The most important 


spaces are situated on the long axis of the cross. The section of these 


spaces is already discussed in Chapter 3.2: it is a typical triparted 


scheme with a high nave and lower aisles. 
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Figure 3.106 Relations among spaces - section [above]


Figure 3.107 Relations among spaces - floorplan [right]


These figures show the relations among the different spaces in the 


church. Almost all relations are visual as well as physical. The only 


exception is the choir. This deviant space was already discussed 


earlier. Because of the iron fence, this space is normally not 


accessible. There is, however, a visual relationship.


Although the structure of the Gothic church is very translucent and 


a lot of daylight enters the building, there is no connection with the 


outside world. Just like the Turbine Factory, the windows are all 


placed above eye level. Furthermore, the stained-glass windows 


block the direct visual connection with the outside. 


This results in an inward focuss in the church and equality among 


the mass. With no distractions from the daily activities outside, the 


churchgoers can concentrate on their relationship with God.
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Figure 3.108 Structural organisation


In a way, Gothic Architecture is also an early example of ‘form 


follows function’. Not in a direct manner, however, as the Modern 


Movement did. In Gothic architecture, a new relationship between 


function and form occurred (von Simson, 1952, 1974). While in 


Romanesque architecture the building’s structure was mostly 


covered with decorations, the Gothic design is entirely determined 


by “the pattern of the structural members, vaults ribs and shafts” 


(von Simson, 1952, p. 7). Gothic architecture was made with such 


perfection that it was not necessary to conceal the joints. The wall 


decorations did not serve to conceal, but to stress the church’s 


structure. When taking this into consideration, the meaning of 


Gothic architecture is not that different from the intention of 


modern architects like Behrens and Mies van der Rohe. The structure 


becomes the communication means: every element has a functional 


role. 


Also, von Simson (1974) states that in Gothic churches “there are 


no walls but only supports” (p. 7); all volumes are reduced to lines. 


These lines and ribs seem to be a literal translation of the forces 


that run through the building’s construction (von Simson, 1974). 


The different perceptions on the meaning of ribbed vaults in Gothic 


architecture have been discussed earlier. There is no concession 


on whether the lines of these ribs represent the actual physical 


structure of the vaults. In this figure, these lines (either phenomenal 


or physical structure) are highlighted in red.
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Figure 3.109 Approach


This figure shows the lines of sight from the streets that run toward 


the central market of Haarlem. From all directions, different parts 


of the church can be seen while approaching the city centre. These 


sight lines are protected by the municipality in the Structural Vision 


of 2020 (‘Structuurplan Haarlem 2020’ , 2005). The main goal of 


these lines is spatial orientation in the city. 


The Bavo clearly plays an important role in this orientation 


nowadays, as it did from the beginning of its existence. Where today 


the church is an orientation point within the city toward the city 


centre, it used to function as a landmark for Haarlem’s surroundings 


as well. The church, rising high above all buildings and was 


recognisable from great distances (see Figures 3.110 and 3.111).











Figure 3.110 View of Haarlem (Schellikens, 1670)







Figure 3.111 View of Haarlem (Philips, 1750) 
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Figure 3.112 Entrance 


Figure 3.113 Entrance (2)


When one finds its way to the centre of Haarlem, one probably at 


some time crosses the marketplace adjacent to the church. The 


sketch on the right shows the sight on the Bavo from the middle of 


this square. 


The current entrance to the complex is through the fish banks that 


can be seen on the front of this figure and on the north side of the 


church. The original entrance of the church is via the west façade, 


at the ‘feet’ of the symbolic man. This façade is highly decorated 


and symmetrical as shown in the figure above. Two doors form 


the entrance to the church. Back in the day, it was common to have 


separate entrances for men and women. 
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Figure 3.114 Configuration of the path


Zevi (1978) acknowledges the importance of movement in Gothic 


cathedrals. Moreover, he states that the Gothic cathedral was one of 


the first buildings that was designed to move through. He appoints 


a two-directional movement in Gothic churches: first, there is the 


physical movement through the church that is directed toward the 


choir. Second, there is the symbolic vertical movement marking the 


passage toward heaven. 


This figure shows two physical configurations of the path in the 


Bavo. Above is the route that follows the aisle of the church. The 


other configuration is the straight line from the original west 


entrance of the church toward the choir. The symbolic meaning of 


this path is already explained in Figure 3.86. 


A hierarchy is established between the two paths through the height 


of the spaces. This is further addressed in Figure 3.116.
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Figure 3.115 Path-space relationships


For the first time in this study, it is relevant to address the path-


space relationship. For the two path configurations, this relationship 


is shown in the figure on the right. 


The first path, the aisle, passes by the spaces highlighted in the 


figure. The path circles the nave and choir. From this path, the 


transepts and various chapels can be entered as well as the ‘back-


stage’ rooms of the church that are excluded from this analysis. 


The scheme beneath shows a different path-space relationship. 


Here, the path ‘terminates in a space’. Ching (2015) explains that 


this type of path space relationship can be used to symbolise an 


important space. In this case, the path runs toward the choir and 


the altar, the most important and sacred part of the church. This 


leads to a clear hierarchic direction within the church’s nave. It also 


represents the symbolic path of the religionist toward heaven. 
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Figure 3.116 Form of the circulation space


Similar to the Seagram building, a difference in form and propor-


tions can be seen between circulation spaces and the spaces that are 


used for activities. Where in Seagram this difference was stressed by 


the width of the space, here we see a differentiation through height. 


The nave and choir are clearly more prominent than the aisle. In 


the first place, this is the space where the public is seated during 


religious rituals. Furthermore, because of its form (high and wide), 


it is suited for other activities as well. The aisle, on the other hand, is 


lower and less wide and functions mainly as circulation space. 
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Figure 3.117 Proportions - section [above]


Figure 3.118 Proportions - floorplan [right]


The introduction already explained the obsessive interest in 


geometry and ‘true measure’ in the High Middle Ages. In the Bavo, 


this is visible in the use of the geometric square, or the strict use of 


a 1 : 1 ratio in the plan as well as the building’s section. These figures 


show the use of this ‘true measure’ in the Bavo. 
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Figure 3.119 Size (h) 


This figure shows the size (h) of the Bavo in comparison with 


the other case studies. The indoor space is the biggest in height. 


However, when considering the exterior, the Seagram building wins 


by far with its 157 m in height. 
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Figure 3.120 Size (h) and urban context


When looking at the building’s height in the urban context, the Bavo 


towers over the city. With most churches, it is the tower itself that 


rises high above the buildings. The Bavo, however, stands out not 


only because of the tower, but because of the impressive height of 


the nave as well.  


Most buildings in the city centre are not higher than three to four 


stories. This stresses the height of the church even more.
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Figure 3.121 Human dimension


This figure shows the lack of human dimensions in the Bavo. Just 


like AEG, the building is designed to give the public a submissive 


feeling. The use of inhuman sized forms and the height of the 


building, emphasise the greatness and power of God and the church 


opposed to the insignificance of the public.


In the Bavo, the lack of human dimensions is mostly a result of the 


dimensions of the columns.  Standing next to a column one hardly 


rises above the base. The total height of the column is 6.2 m, which 


is not higher than the columns of the Seagram building. However, 


because of the proportions of the columns in the Bavo - the base is 


1.80 m x 1.80 m in section - they lack any human scale. This also 


stresses the total weight of the building and gives the construction a 


mighty feeling.


Finally, it should be mentioned that the total height of the nave and 


the light that comes from above also result in this lack of human 


dimension.
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Figure 3.122 Scale


In this photograph of a scale model of the Bavo, the scale of the 


building in relation to men is presented. The height of the building 


emphasises the power of the church and gives one a humbling 


feeling.


Proportion & Scale
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Light


Figure 3.123 Light


As mentioned before, light played a great role in Gothic architecture. 


This photograph of a scale model shows the light fall in the choir of 


the Bavo. The light creates shadows on the walls and on the ground.
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3.3.5 Conclusion


Churches and especially Gothic churches are probably the 


clearest examples of the communication of power through 


architecture. Through their greatness, lightness and orderly 


structure, they emphasise the presence of God’s power on 


earth. 


Prak (1979a) names the Gothic church as an example of 


the building as a sign in an ideological context. The Gothic 


cathedral is not only a sign of the power of the church in the 


Middle Ages, it also functioned as propaganda for this power. 


This is also expressed in the building’s use: the everyday 


believers would sit in the nave, while the transept and choir 


were only accessible for the priests.


The power of the church and the importance of the church 


for the medieval city is also visible in the building’s location 


in the city (this holds for almost all churches). The whole city 


is laid out around the church, making the church literally 


the centre of the city. Next to this symbolic position in the 


city, the location also has an orientation function: look for 


the tower that rises above all other buildings and you can, 


immediately, find the centre of the city: a convenient naviga-


tion tool when visiting an unfamiliar town.


When looking at churches and their meaning it is hard 


to completely separate this from symbolic significance. 


However, as this study showed, all other principles of 


architectural communication that we have seen in previous 


case studies can be found in the church as well. Thus, there is 


another layer to architectural meaning than symbolism. This 


was already underlined by both Eco (1980) and von Simson 







(1974), who both believe that the true meaning of Gothic 


architecture lays in light and proportions and not symbolism 


The first of the two is probably underexposed in the previous 


case studies, where light often only has a functional mean-


ing. The Bavo shows that it can have great significance for 


achitectural meaning as well. 
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Salk Institute, Photo by Chad McDonald on VisualHunt


“We shape our buildings and afterward 


our buildings shape us.


– Winston Churchill (1944)
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The results are described following the two parts of the  


research question. First, the spatial characteristics that con-


tribute to architectural communication are described. Second, 


this chapter describes in what way these characteristics can 


communicate. The boxes provide illustrations underlinening 


these results.


4.1 Architectural properties


From the case studies and literature, nine architectural prop-


erties can be described that contribute to the communication 


of architecture. An architect can manipulate these features to 


generate meaning in architecture. These properties, together 


with the architectural object, form the core of architectural 


communication.


Proportion (h : w : l)


The proportion of form or space is a three-dimensional scale 


(height : width : length). Proportions are discussed by many 


theorists and are probably the most important architectural 


tool for communication. Throughout the ages, different 


proportional systems played a role in both architecture, 


music and art. However, it is believed that the overall goal 


of proportional systems is to create harmony and order 


throughout a structure (Summerson, 1980, Ching, 2005).


Scale


Scale is the dimension of form, space or a building in relation 


to some referent (e.g.,, human scale, trees or windows). Scale 


can be measured in all directions. However, the height of a 


space or form in relation to human scale is probably most 


important. As we have seen in the case studies, extremely 







high spaces are perceived as more powerful than lower 


spaces.


Rhythm


Rhythm is the repetition of forms. Rhythm can be broken by 


either enlarging or reducing the space between the objects. 


A repetition of forms that follows a strict rhythm is often 


perceived as a whole. This is underlined by the Gestalt law 


of proximity. In the case studies, we have seen that rhythm 


can play a role in the definition of different spaces and it can 


emphasise the length or height of a building. Box 7 gives an 


example of the meaning of rhythm in the case studies.


Symmetry


A form, space or organisation of these forms or spaces can 


be symmetrical along one or more axes. Symmetry can create 


harmony and order in a structure. Furthermore, symmetry 


can lead your attention to what is important, for example, the 


entrance of a building in the middle of a symmetrical façade. 


Box 8 gives an example of the meaning of symmetry in the 


case studies.


Geometry


Forms are perceived according to their largest and simplest 


form (Gestalt law of simplest and largest figure). Therefore, 


basic geometry can be read clearly. Moreover, Prak (1968) 


considers the basic forms of Euclidean geometry as the 


“language of visual perception” (p. 8).


Openness


The openness of a construction is determined by the com-


position of forms and spaces. The relation between form 
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In all case studies, rhythm is prominently appearing. In this 


figure, the rhythm of the columns is presented. In the Bavo, 


the interruption of the columns defines a new conceptual 


space: the crossing. Moreover, both in the Bavo as in AEG, 


the rhythm of the columns separates the aisle from the 


main space. In the Seagram building, however, space is not 


defined by the rhythm of the columns, but by the volumes.  


Furthermore, the case studies also show that rhythm can 


also give direction to space. Because of the linear direction 


of the columns in AEG and the Bavo, the space gets a clear 


orientation, indicated by the arrows. In Seagram, the 


grid-like rhythm of the columns does not result in a clear 


orientation toward one direction.


But there is a difference between AEG and the Bavo as 


well. In the Bavo, the rounded end of the choir gives the 


space a clear ending. In AEG, however, here is no dominant 


direction in space. 


Box 7: Architectural property - rhythm







and contraform determine the openness of a construction. 


The transparency of the materials can also influence the 


openness. In open constructions there are probably more 


relations between spaces, which can encourage movement 


and positively influence orientation within a building.


Angularity


Angularity is a property of a form or space. When a form 


or space is angular, it means that the corners are sharp (< 


90°). However, as we have seen in the case studies, spaces as 


well as forms can have wider angles or round forms as well, 


yielding a different expression. In a church, the round form 


of the choir gives the internal space of the church a clear 


direction. 


Materialisation


Material can, on its own, provoke meaning. For instance, 


when luxurious materials are used (like in the Seagram 


building) or materials that are typical for the time and place 


of construction (glass and steel for industrial buildings 


like AEG and bricks for Dutch buildings, even churches). 


The effect of materialisation on meaning in architecture 


is underlined by the imitation of certain (more luxurious 


materials) in the Bavo. There, painting techniques were used 


to make brick look like natural stone.


Furthermore, materialisation can stimulate certain behav-


iour, for example, soft materials are more inviting to sit 


on and paths can be marked by a distinction in material or 


colour. Finally, materialisation can also influence a space 


indirectly through the reflection of light and sound.
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Light


Light, either natural or artificial can be manipulated to define 


spaces or emphasise certain aspects of a space. In Gothic 


architecture, for example, light is used to emphasise the 


height and weightlessness of the construction.


These properties described above have some similarities 


with the ‘classification of forms’ proposed by Prak (1968) and 


described in Box 3. The big difference is that in this prop-


osition, as opposed to Prak, the properties are not divided 


into different scales beforehand: they can act on all scales 


of architectural communication. There are also some sim-


ilarities between this list of signs and Prak’s classification: 


first, Prak’s ‘isolation’ bears the properties of what is called 


‘openness’ in this result. Second, ‘size’ falls under what we 


call ‘scale’. Third, all surface properties (colour, texture, 


plasticity) are summarised under ‘materialisation’.


4.2 Architectural meaning


These properties can, in various congregations, provoke some 


meaning in architecture. The question that remains is in what 


way architecture can communicate through these properties. 


In other words: what meaning do we assign to them? Earlier, 


we made the distinction between intrinsic and acquired 


meaning. This distinction is further explored here.


4.2.1 Intrinsic meaning


Intrinsic meaning is not directly acquired through previous 


knowledge and experience. It is rooted more deeply and is, 


therefore, more durable than acquired meaning. 







Box 8: Architectural property - symmetry


Both the Bavo and Seagram are symmetrical over one axe 


(see figure below). AEG is not. This symmetry emphasises 


the monumentality of the building and therefore contributes 


to the communication of power. In the Bavo, the symmetry 


of the nave, in combination with the rhythm of the columns 


and the rounded ending of the choir also give direction to 


the space. Moreover, the symmetry in the Bavo also leads 


to a different hierarchy between the spaces: because the 


symmetrical axe runs through the centre of the nave, the 


symmetry can be fully experienced here. 


Symmetry was a dominant aspect of the classical language 


of architecture. In this language, symmetry was dominant 


over other properties like function. A definite example of 


the consistent use of symmetry can be found in Renaissance 


architecture, for instance, the Villa’s of Palladio. 


The modern language of architecture, as a reaction to this 


“fetish”, completely abandoned symmetry. Symmetry was 


believed to be the worst thing in architecture and it was 


believed to symbolise a fear of flexibility, indetermination, 


relativity and growth (Zevi, 1978).
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Box 9: Architectural meaning - power


Power


It was mentioned before that all architecture communicates 


some kind of power. We have seen that architecture commu-


nicates power through monumentality. The meaning of power 


in architecture is closely related to the feeling of inferiority 


and can be provoked by scale. 


Furthermore, some architectural forms can denote power on 


their own. This is not purely intrinsic but acquired as well. 


For example, the forms of AEG communicate power, both 


because of their scale and because they refer to the form 


language of the Hellenic Temple, which we have learnt to 


associate with a higher power. The same holds for the use of 


classical form language throughout the ages, especially the 


highly decorated Corinthian order in important and powerful 


buildings. Because of the rich history of these specific signs, 


According to Preziosi (1979a), the built environment is a 


“system of communication, representation and expression of 


power” (p. 12). In all case studies, an expression of some kind 


of power was seen.


The Bavo in the first place expresses a higher power: the 


power of God. In Gothic churches, this 


power is expressed by true proportions, 


symmetry, scale and above all light.


The Turbine Factory symbolises the 







BOX 1: titeltitel titelBox 9: Architectural meaning - power


power of the working class, economic and political power. 


This is done by the building’s scale and lack of any human 


proportion. Moreover, AEG uses the metaphor of the 


‘temple’ to express power and monumentality.


Finally, the Seagram building communicates the power of 


capitalism. This is done through symmetry, the height of 


the building and the use of luxurious materials.


In all cases, height is a major factor in the communication 


of power, as is shown in the figure on the left. Moreover, 


the context of a building and how you approach it can also 


be responsible for the communication of power. The Bavo 


for example (and this holds for almost all churches), is 


situated in the centre of the city and towers above it. With 


Seagram, the building’s height and symmetry is emphasised 


by the setback of the building on the plaza. Ruskin (1961, 


first written in 1849) mentions ‘power’ as one of his seven 


‘lamps of architecture’. He also considers the context of 


importance: a building deserves to be viewed from all 


angles. If this is not the case, the building’s natural power 


is disrupted. 


Therefore, lines of sight and rhythm are also important in 


architecture. The influence of rhythm on the communi-


cation of power can also be seen in the case studies. The 


rhythm of columns in all case studies leads to a certain 


perspective that can either 


emphasise the size of the 


building (AEG) or focus 


your attention on one point 


(Bavo). This last effect is 


shown here.
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we cannot see it as purely intrinsic anymore. 


Box 9 gives an example of the communication of power in the 


case studies.


Hierarchy


Hierarchy is an expression of power as well. Hierarchy is 


the communication of power in relation to something else. 


Hierarchy can be communicated on all scales: between or 


within spaces and even between the building and its context. 


In the case studies hierarchy is expressed between spaces 


by proportion, scale and symmetry. As you can imagine, 


materialisation can also play a role in communication a 


hierarchy between certain spaces.


Harmony / order


As stated before, proportion is a tool to create harmony in 


architecture. Geometry, symmetry and rhythm can be used 


as tools to create order and harmony as well. The creation of 


harmony and order is the main idea behind Gestalt psychol-


ogy, explained in Chapter 2. Through the Gestalt laws of 


perception, we are able to group and prioritise the things we 


see and we can create harmony in the chaotic world around 


us. 


Openness, on the other hand, can frustrate with the creation 


of harmony in architecture. Closed off spaces are easier to 


perceive as a whole than open spaces. However, the Gestalt 


law of continuity and closure makes that we see coherency 


even when it is not present. This means that spaces can 


also be perceived as a whole even when they are connected 







to other spaces through openness. This is underlined by 


the difference in physical and conceptual space in all case 


studies.


Definition of space


Actual (physical) space is not necessarily equal to the 


(conceptual) space we perceive. These perceived spaces are 


not only a result of forms and their composition, they are a 


result of ‘Prägnanz’ as well. All Gestalt principles described 


in Chapter 2 are based upon this concept and contribute to 


the perception of different spaces. 


Box 10 gives examples of the definition of space.


Boundaries


Architectural signs can communicate certain boundaries. 


Boundaries enclose the conceptual spaces we perceive. They 


can be determined by individual forms with certain proper-


ties (e.g.,, a wall or fence), or the arrangement of forms (e.g.,, 


a row of columns, canopy or platform).


Boundaries not only define separate spaces, but can also 


communicate other properties. They can, for example, 


differentiate the line between public and private spaces, or 


between internal and external space. 


Orientation 


Orientation is a way of intrinsic communication that we 


are probably most aware of. We all use it at some time: to 


find your way to the city centre or to indicate where you 


are standing to a friend you are supposed to meet. The 


most obvious way of orientation takes place at the level of 
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These figures all show different ways to define (conceptual) 


space. As one can see, not much is needed to define space: A 


simple grid of columns can be enough.


Box 10: Architectural meaning - definition of space







the building. For instance, when a building functions as 


a landmark. Orientation can however also take place at a 


smaller scale, within a building or space for example. In this 


case, properties like proportion, scale, rhythm, openness and 


angularity can give direction to space, or help you find your 


way through a building. 


Behaviour 


Architecture, although limited, can influence human behav-


iour. We have learned that linear spaces encourage movement, 


while square and oblong spaces are more inviting to stay in 


one place. This has to do with human curiosity: we want to 


know what happens around the corner and are therefore tend 


to move to find out. In clear and bigger spaces, however, we 


perceive the space at one glance and are more comfortable to 


stay in one place.


Furthermore, forms or elements can directly influence be-


haviour as well. In external spaces, for example, canopies are 


used to find shelter against sun or rain. Moreover, stairs can 


both encourage going up and sitting down when proportioned 


differently. Finally, as mentioned before, materialisation 


can stimulate behaviour as well. For example, soft and clean 


surfaces are more inviting to sit or lie down upon than rough 


and hard surfaces.


4.2.2 Acquired meaning


To be complete, some forms of acquired meaning that came 


out of the research are addressed shortly below. These mean-


ings derive from forms or the organisation and combination 


of forms that we recognise. In all these examples architecture 


acts as a reference to something we know.
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Function / typology


Architecture can also communicate actual function or building 


typology. This is a form of acquired meaning and is bound to 


the cultural and historical background of the receiver. Pointy 


roofs, for example, communicate the function of a dwelling 


in North-Western countries, as do galleries in post-war flats 


and flower trays in front of windows. Curtain walls on the 


other hand often indicate the function of an office building. 


Other examples are a bell tower that indicates church; a 


chimney that indicates industry and wide corridors with 


rooms on both sides indicating a school.


Box 11 gives an example of the communication of function 


and typology in the case studies.


Time / place


Architecture can also indicate a time or place. We recognise 


certain architectural styles and can link them to a geograph-


ical location and / or a certain time in history. 


Metaphor 


Architecture can also refer to something other than function, 


time or place. For example, architecture can refer to an ideal, 


social status or another concept. The metaphor often needs 


explaining and this meaning is therefore acquired. Iconic 


signs are an example of the communication of metaphor in 


architecture. In that case, the metaphor communicates in a 


direct manner. A hotdog-shaped food truck, for instance, is 


more likely to sell hotdogs than frozen yoghurt. 


However, metaphors can also leave space for imagination: the 







Some architectural elements can directly communicate a 


specific function or typology. 


The tower of the Bavo immediately communicates that 


the building is a church. The same holds for the pointed 


stained-glass windows that are typical for Gothic churches. 


The example on the cover of this research part is a clear 


example of how some forms can communicate ‘church’ even 


when this is not the building’s function.


Th glass facade of AEG also refers to the building’s function: 


small glass panels within an iron framework are typical for 


industrial buildings of the beginning of the 20th century.


Finally, glass towers with curtain walls indicate office 


buildings. This typology began with Seagram.


Box 11: Architectural meaning - function / typology
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auditorium of the Delft University of Technology, for exam-


ple, can be interpreted as a landed spaceship, or as a frog 


that is about to jump away. Some metaphors are intended 


by the architect and some are not. Metaphors often lead to 


nicknames for a building.


Symbol


Architecture can also act as a symbol. A definite example is 


the triumphal arch that symbolise the ‘triumph’ of a nation 


or emperor. As we have seen, symbols are also excessively 


present in Gothic architecture.











Brookline Bridge, Photo by Skyler Smith on StockSnap


“  Architecture is an expression of values 


- the way we build is a reflection of the 


way we live. 


– Normal Foster (2014)
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Figure 5.1 Conclusion







This research tried to explain how architectural commu-


nication works. Three theories and three case studies were 


researched to answer which architectural properties play a role in 


architectural communication and in what way. The conclusion is 


presented in Figure 5.1.


A semiotic perspective on architectural communication 


teaches us that meaning arises from the relation among the 


object, the sign and the person. However, in architecture, the 


difference between object and sign can be confusing. In the 


proposed diagram in Figure 5.1, the ‘object’ can be described 


as the composition of architectural forms on multiple scales 


and the ‘sign’ can be seen as the architectural principles 


that these objects hold. Together with the interpretation of 


the user or observer, the properties of architectural form 


can convey meaning. Meaning is therefore co-manufactured 


by the observant and not only by the architecture itself. 


Architects can, however, shape the message by shaping 


their design: architectural properties like proportion, 


scale, rhythm, symmetry and materialisation can influence 


architectural meaning. 


Since architectural communication depends on personal 


interpretation, its meaning is dependent on the cultural 


background, knowledge and experience of the interpreter. 


This research proposes a difference in ‘acquired’ (based on 


knowledge and previous experience) and ‘intrinsic’ meaning. 


The communication of acquired meaning is more direct 


than that of intrinsic meaning. This way of communication 


uses references to things we already know: we recognise 


certain forms, patterns and their variations and link them to 


things we have seen in the past. This form of architectural 


 5. Conclusions 275







276 Part I - “Speaking Architecture


communication can be compared to verbal communication. 


In this case, architecture can only express something if we 


speak the same language. For example, if you do not know 


Chinese, you cannot understand it, just like if you have never 


seen a church you cannot recognise it as such. The commu-


nication of a function, time or place, metaphor, or symbol are 


ways of acquired communication in architecture.


Intrinsic communication, on the other hand, works on a 


different level and assumes a form of communication that 


can be understood even when you do not speak Chinese. It is, 


therefore, less dependent on personal knowledge and back-


ground and is assumed to be somewhat the same for every-


one. In our everyday communication, this can be compared 


with non-verbal language. It should be clear that although 


this kind of communication requires some knowledge as well, 


almost everyone can understand and speak this language 


without actively thinking about it. Hence, it is a more intrin-


sic way of communication. Moreover, because this intrinsic 


way of communicating architecture is less dependent on 


cultural and personal backgrounds, it is more enduring than 


acquired communication. The three case studies addressed 


in this research all show similar intrinsic meanings, even 


though the buildings have been built in different centuries 


and in different social and historical contexts. Furthermore, 


these meanings did not change too much over time. As the 


research shows, intrinsic meaning includes the communi-


cation of power, hierarchy, harmony, the definition of space, 


boundaries, orientation and behaviour.


The goal of this research was to find out how architectural 


communication works. To be more specific: find out what 







it is in architecture that communicates and in what way. It 


was never the goal of this study to make a complete list of 


architectural signs, nor was it to find the ultimate ‘truth’ of 


how and what architecture communicates, simply because 


this is impossible to accomplish. Many authors before tried to 


unravel the language of architecture and many came up with 


an answer, though never exactly the same. Unsurprising as 


we have seen that the subject is very complex and subjective. 


Moreover, it is not a subject that we are normally aware of 


and even when we are, there is a difference between how we 


tend to think about architecture as architects, or what the 


public has to say about it. ‘Ugly’, ‘good’ and ‘bad’ are exam-


ples show how people normally think of architecture. This 


emotive meaning, however, is not the meaning this research 


aimed to describe. Moreover, architects do not usually think 


about the message their design expresses. 


So who does? The results of this study suggest that everyone, 


although unaware is influenced by the meaning of architec-


ture. Moreover, we know now how and in what way. What 


remains is incorporating these thoughts into the design. 
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“We can not solve our problems with the same level of thinking that 


created them”


– Albert Einstein







Summary







  V


In the field of (science) communication, we often deal 


with ‘complex’ (Snowden & Boone, 2007), ‘ill-structured’ 


(Simon, 1973) or ‘wicked’ (Rittel & Webber, 1973) problems. 


By definition, these problems consist of many different and 


intertwined parts. The major challenge of dealing with these 


problems is to analyse and understand the critical details of 


a problem without losing sight of the big picture. Although 


it might seem appealing to isolate these details and deal 


with them one at a time, Conklin (2005) warns that doing so 


comes with the risk of ‘taming’ the problem and transform-


ing it into a problem that only bears little resemblance with 


the full, complex, problem its derived from. The limitations 


of everyday language further fuel this risk. We find it difficult 


to discuss complexity because common means of communi-


cation, such as spoken, written or (two-dimensional) visual 


communication, simply cannot grasp it. 


Architecture, however, has the ability to make complexity 


comprehensible without losing sight of the whole. Just like 


images (Burri, 2012) – which say more than a thousand 


words – architectural composition can work as a gestalt: 


an organised whole that is perceived as more than the sum 


of its parts. Furthermore, architectural meaning is not only 


perceived at once: it is experienced. Parts I and II of this 


research project have investigated the ways architecture 


can communicate and concluded that it has both ‘acquired’ 


and ‘intrinsic’ meaning. As the name suggests, the intrinsic 


meaning is so fundamental, it no longer needs a common 


language to express itself – and therefore is not bounded 


by the limitations of such a language. Intrinsic meaning is 


all-consuming: it needs no further explanation.


These notions raise the question whether architectural 
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Common means are unable to grasp 
the total complexity of the problem 
because they are limited to the second 
dimension


Architecture makes complexity 
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Form of visual communication


Common means are unable to 
effectively deal with the dynamic 
aspect of the complex problems 
because once written down, or drawn 
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communication can solve (some of) the problems we faced 


in complex problem-solving. Therefore, the current research 


uses an analogy between architectural communication and 


(science) communication in order to design, test and evaluate 


a form language that can contribute to the challenges faced 


in complex problem-solving processes, asking the question: 


In what way could a form language – based on the principles of 


architectural communication – contribute to the complex prob-


lem-solving process?


The theoretical framework, conducted in Parts I and II of 


this graduation project, as well as literature on complex 


problem-solving, function as a theoretical background for 


the design and testing of a form language. The advantages 


of architectural communication over conventional means 


of communication in dealing with complex problems are 


translated to design guides for a form language. Table i 


shows how these shortcomings, advantages and design 


guides relate. 


A form language is designed, using the principles of 


(intrinsic) architectural communication as a starting point. 


This form language is tested in the context of complex 


problem-solving during a set of workshops. The form 


language is tested using three main pillars: (1) the use of the 


form language, (2) the contributions of the form language to 


complex problem-solving processes and (3) feedback on the 


design of the form language. 


The workshops showed various ways of using the form 


language. In general, it seems that these uses all can be 


described on a scale from ‘tool’ to ‘language’ (in Dutch: 
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‘van tool tot taal’). Figure i shows how the form language is 


simultaneously used both as a tool to analyse and structure 


information and to generate ideas for possible solutions to 


the problem; and as a language to support mutual discussion 


between the participants and to communicate the results.


The use of the form language during the workshops sug-


gested that it could contribute to complex problem-solving 


processes where other means of communication fall short. 


The form language supports mutual discussion because:


1) the form language contributes to making complexity 


comprehensible and thus debatable; 


2) the form language contributes to clarifying different 


relationships;  


3) the form language contributes to making abstract ideas 


tangible; and


4) the form language contributes to understanding changes.







Figure i Use form language for each phase of the design process
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In the field of (science) communication, we often deal 


with ‘complex’ (Snowden & Boone, 2007), ‘ill-structured’ 


(Simon, 1973) or ‘wicked’ (Rittel & Webber, 1973) problems. 


By definition, these problems consist of many different and 


intertwined parts. The major challenge of dealing with these 


problems is to analyse and understand the critical details of 


a problem without losing sight of the big picture. Although 


it might seem appealing to isolate these details and deal 


with them one at a time, Conklin (2005) warns that doing 


so comes with the risk of ‘taming’ the problem and trans-


forming it into a problem that only bears little resemblance 


with the full, complex, problem its derived from. This risk is 


further fuelled by the limitations of everyday language. We 


find it difficult to discuss complexity because common means 


of communication, such as spoken, written or (two-dimen-


sional) visual communication, simply cannot grasp it. 


Architecture, however, has the ability to make complexity 


comprehensible without losing sight of the whole. Just like 


images (Burri, 2012) – which say more than a thousand words 


– architectural composition works as a gestalt: an organised 


whole that is perceived as more than the sum of its parts. 


Furthermore, architectural meaning is not only perceived at 


once, it is experienced. Parts I and II of this research project 


have investigated the ways architecture can communicate 


and concluded that it has both ‘acquired’ and ‘intrinsic’ 


meaning, concepts further explored in Box 1. As the name 


suggests, the intrinsic meaning is so fundamental, it no 


longer needs common language to express itself – and 


therefore is not bounded by the limitations of such a 


language. Intrinsic meaning is all-consuming: it needs no 


further explanation.
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BOX 1: ‘INTRINSIC’ AND ‘ACQUIRED’ MEANING


Contrary to spoken or written language, which has to be 


interpreted word by word, architectural communication, is 


perceived at once. Even more so, it is experienced. The prior 


research proposed a distinction in ‘acquired’ meaning and 


‘intrinsic’ meaning in architecture. Acquired meaning refers to 


something that lies outside of the object itself. It is depend-


ent on prior knowledge and experience and is, therefore, 


highly reliant on personal interpretation. Intrinsic meaning, 


on the other hand, is conveyed through ‘empathy’. Empathy is 


“the action of understanding, being aware of, being sensitive 


to, and vicariously experiencing the feelings, thoughts, and 


experience of another of either the past or present without 


having the feelings, thoughts, and experience fully communicated 


in an objectively explicit manner” (“Empathy,” n.d., emphasis 


added). In other words: intrinsic meaning is something we 


simply feel, or understand, immediately. Although no one 


taught you to experience the Reichstag building in Berlin 


as a symbol of power, when standing there and looking up 


the gargantuan columns and sheer size of the building, you 


probably automatically feel the power the building expresses. 


Thus, properties like size, rhythm and symmetry can express 


power in an intrinsic manner. We understand this meaning, 


even though we might have trouble in expressing this feeling 


through words. 
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These notions raise the question whether architectural 


communication can solve (some of) the problems we faced 


in complex problem-solving. To answer this question, the 


current text uses an analogy between architectural com-


munication and (science) communication in order to design, 


test and evaluate a form language that can contribute to the 


challenges faced in complex problem-solving processes. 


1.1 Research goal and research question


The goal of this part of the research is to design a form 


language that can be used in complex problem-solving 


processes in a (science) communication context. This form 


language will be based on the nine principles that contribute 


to the (intrinsic) communication of architecture defined in 


Parts I and II. It is believed that, by basing this language 


on the principles of architectural communication, it can 


contribute to the challenges we face with common modes of 


communication when dealing with complex problems. This 


research therefore aims to answer the question:


In what way could a form language – based on the principles 


of architectural communication – contribute to the complex  


problem-solving process?


This research uses a design-based research approach to 


design and test the form language in the context of complex 


problem-solving. In order to do so, this report explores the 


challenges of dealing with complex problems, as well as the 


way in which way architectural communication can help 


in finding an answer to these challenges. Therefore, six 


sub-questions are defined:
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1) What challenges do we face in complex problem-solving?


2) How do common means of communication fall short in dealing 


with these challenges?


3) How could the way in which architecture communicates answer 


these challenges?


4) What are the design guides for a form language - based on the 


principles of architectural communication - that can contribute 


to the complex problem-solving process?


5) How could the principles of architectural communication be 


translated into a form language?


6) How could the form language be used in a complex prob-


lem-solving process? 


Note that the goal of this research is to design a language 


rather than a tool. A language is fluid and can grow over time: 


words disappear, new concepts arrive and rules of grammar 


develop with their use. It is chosen to design a language 


because a language can be used in several situations, while a 


tool often is limited to one specific situation.


1.2 Report structure


The structure of this research report is summarised in 


Figure 1.1. First, Chapter 2 describes the research approach 


and methods. Afterwards, Chapter 3 explores the context 


of complex communication problems in order to find the 


challenges we face in complex problem-solving processes. 


Chapter 4, explains how architecture communicates and how 


architectural communication might answer to the challenges 


presented in Chapter 3. Chapter 5 combines the insights of 


Chapters 3 and 4 and defines the design guides for a form 


language. These design guides, together with the input from 


the architecture research and design (described in Parts I and 
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II of this project), are transformed into a design for the form 


language that is described in Chapter 6. The preliminary 


design is tested during a set of workshops with the goal to 


improve the form language and gain better understanding 


of the use of the language and the ways in which it can 


contribute to complex problem-solving. The results of 


these workshops are presented in Chapter 7. Afterwards, 


Chapter 8 explains the results and reflects on them, using 


the theoretical framework constructed in Chapters 3 and 4. 


The conclusions of the research are described in Chapter 9. 


Finally, the discussion in Chapter 10 goes into the essence of 


(form) language, discusses the limitations of the research and 


ends with recommendations for further developing the form 


language and future research.


 







Figure 1.1 Report structure
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This chapter describes the research approach and methods. 


Section 2.1 describes the research approach, followed by 


Section 2.2 presenting the research methods.


2.1 Research approach


As a whole, this project combines design and research to 


acquire new knowledge on how a form language could 


contribute to communication in complex problem-solving 


processes. To achieve this, this project uses an analogy 


between architecture and (science) communication. 


The exploratory character of this research asks for a 


(structured form of) trail-and-error rather than a linear 


approach. The methodological approach of can be described 


as design-based research. According to Amiel and Reeves 


(2008), the ultimate goal of design-based research is to build 


a stronger connection between research and practice. Amiel 


and Reeves (2008) describe this process in four phases. These 


phases are: 


1) analysis of practical problems;


2) development of solutions informed by existing design 


principles and technological innovations;


3) iterative cycles of testing and refinement of solutions in 


practice; and


4) reflection to the procedure, “design principles” and 


enhance solution implementation. 


These phases follow a typical design process. Figure 2.1 


shows a translation of this approach for the design a form 


language for communication. This figure is based upon the 


design-based research approach of Amiel and Reeves (2008) 







Figure 2.1 Research approach (Inspired by Amiel & Reeves, 2008; Design Council, 2018; Maas, 2014).
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and the Double Diamond model for design processes by the 


Design Council (2018). Because the design process is not 


linear process but has multiple iteration loops; and because 


the problem this research faces is a typically complex or 


‘wicked’1 problem, the figure is altered based on the master 


thesis of Maas (2014) to represent the process in a more 


realistic fashion. The red line represents the analogy between 


architecture and communication that forms the common 


thread that binds the entire graduation project together. 


The first two phases, analysis and definition were covered 


by Parts I and II of this graduation project. Part I, Speaking 


architecture, a semiotic study toward understanding visual 


1 A ‘wicked’ problem is an ill-defined and ill-structured problem that ask for 


a continuous back and forth between the definition of problem and solution 


(Rittel & Webber, 1973). Chapter 3 goes further into the characteristics of 


complex, or ‘wicked’ problems.. 


communication in architecture, searched for the principles that 


contribute to the visual communication of architecture. The find-


ings of this research formed the input for the architectural 


design that was described in Part II, Speaking architecture, the 


design of a multi-interpretable market and event space in Haarlem. 


Together, these parts form the theoretical framework for this 


third part of the graduation project, which covers the third 


and fourth phase of the design-based research approach. 


Section 2.2 describes how these two last phases are conduct-


ed in this research.


2.2 Research method


The methods are explained according to the phases of the 


design-based research approach described in Section 2.1. 


Between Phase 3 and 4 (of Figure 2.1) is another design cycle 


present: the design of a form language. 
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Figure 2.2 shows an overview of the research steps. 


2.2.1 Literature study


A literature study was used to build a theoretical framework. 


This framework consists of two main parts: (1) complex 


problem-solving and (2) architectural communication. 


The research focusses on complex problems because the 


challenges discussed in the introduction, only occur in 


complex problems. This theoretical framework was used as a 


theoretical background for the design of a form language.


First, literature on complex-problem solving was used to get 


a better understanding of the challenges we face in complex 


problem-solving processes. This literature study is based on 


three key theories on complexity: ‘ill-structured’ problems 


(Simon, 1973), ‘wicked problems’ (Rittel & Webber, 1973) and 


the ‘Cynefin model’ (Snowden & Boone, 2007). From here, 


additional literature was explored using a snowball search. 


Google Scholar was used to find more recent additional 


literature with the keywords: “wicked”, “ill-defined”, 


“ill-structured” AND / OR “complex” AND “problems”. 


Furthermore, literature on the use of “design thinking” to 


approach complex problems was searched using keywords as 


“wicked” AND / OR “complex” AND “problems” AND “design 


thinking”. Articles that were selected used references to one, 


or more, of the key theories. Finally, in order to get to the 


core of the problem, literature on ‘knowledge boundaries’ and 


‘knowledge boundary objects’ was added to the theoretical 


framework using the following keywords: “knowledge 


boundaries”, or “knowledge boundary objects” AND “design”. 


Chapter 3 describes this theoretical background and con-


cludes with an overview of these challenges. 
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Second, the theoretical framework on architectural com-


munication, defined by Parts I and II, was summarised. The 


advantages of architectural communication were further 


explored by comparing them to the challenges faced in 


complex problem-solving processes. This is described in 


Chapter 4.


The theoretical framework was used as a starting point for 


the design guides of a form language. The challenge that 


derived from the theory on complex problem-solving pro-


cesses and the advantages of architectural communication, 


derived from Parts I and II, were compared and translated 


into design guides for a form language. Chapter 5 describes 


this comparison and the design guides. 


2.2.2 Design form language


The design guides, that derived from the theoretical frame-


work, were translated into a concept for the design of a form 


language. The concept has been discussed with an expert in 


form and modelling studies as well as an expert in complex 


problem-solving. Both confirmed that the concept was a good 


starting point. 


Afterwards, the principles of architectural communication, 


described in Part II, were further explored and translated 


into input for the design. Using prototypes of foam, a first 


design of the form language was made. This prototype was 


discussed with the same expert and tested with a science 


communication professional. Based on these discussions, the 


conceptual design was adapted in several iterations. These 


iterations mainly concerned changes in proportions and 
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limitations in quantity of the objects. Finally, a preliminary 


design was made and executed in wood. Chapter 6 describes 


the preliminary design of the form language.


2.2.3 Workshops 


The preliminary design of the form language was tested 


during a set of workshops. These workshops simulated a 


complex problem-solving process to test the form language 


in this context. The main goal of the workshops was to 


further understand and develop the form language. The 


workshops had three sub-goals:


1) gain a better understanding of the use of the form 


language in the context of complex problem-solving;


2) see whether the form language can contribute to the 


challenges faced in complex problem-solving processes; 


3) collect design feedback to further develop the design of 


the form language. 


 


The method for these workshops is described in detail in 


Chapter 7.1. The results of these workshops are presented in 


Chapter 7.2.


2.2.4 Synthesis


The results of the workshops have been interpreted reflected 


upon using the findings from the theoretical framework. The 


detailed results were studied, compared and discussed with 


experts in the field of science communication as well as with 


the second observers of the workshops. The synthesis of the 


results is described in Chapter 8.







Figure 2.2 Research methods
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“Some problems are so complex 
that you have to be highly intelligent 
and well informed just to be 
undecided about them


– Laurence J. Peter







3. Complex  
problem-solving
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This current research focusses on complex problems. Not 


all problems, however, are complex. The ‘Cynefin Framework’ 


for decision making, proposed by Snowden and Boone (2007) 


teaches us two things: (1) there is an inherent difference 


between the nature of simple, complicated, complex and 


chaotic problems; and (2) these problems ask for different 


approaches.


Figure 3.1 shows the difference between simple, complicated, 


complex an chaotic problems, defined by Snowden and Boone 


(2007). While simple and complicated problems have a clear 


cause-and-effect relationships and ask for a linear approach, 


complex and chaotic problems do not. Moreover, simple 


and complicated problems are structured, while complex 


and chaotic problems are ‘ill-structured’ (Simon, 1973) or 


even ‘unstructured’ (Snowden & Boone, 2007). In complex 


problems, the whole is far more than the sum of its parts. 


This means that - although this might seem appealing 


at first - breaking down the problem into smaller, more 


comprehensible tasks for analysing, detracts from the bigger, 


complex gestalt. Complex problems cannot be approached 


with standard off-the-shelf problem-solving techniques. 


They are non-linear, thus, ask for a non-linear solutions and 


out-of-the-box ideas (Banathy, 1996).


Figure 3.1 Cynefin Model (Snowden & Boone, 2007)
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 “[The difference between complicated and complex prob-


lems] is like the difference between, say, a Ferrari and the 


Brazilian rainforest” (Snowden & Boone, 2007, p. 5)


 A common way – if not the only way - to deal with complex 


problems, therefore, is through design thinking (Banathy, 


1996; Buchanan, 1992; Meinel, von Tienen, & Nicolai, 2016). 


A design approach to complex problems, however, relies on 


good expert judgement (Banathy, 1996) as well as shared 


understanding and shared commitment to the possible 


solutions (Conklin, 2005). According to Conklin (2005) social 


complexity, as a result of multiple expert working together 


in a multidisciplinary group, makes dealing with complex 


problems even more complicated. On top of that, the expert 


judgement plays a big role in making decisions in the com-


plex problem-solving process. Howard (1988) mentions that 


not all decisions are made in a cognitive way. People might 


prefer to be “guided by feelings rather than thought” (p. 682). 


In complex problem-solving – more than with structured 


problems – decisions often rely on intuition rather than cog-


nition. These intuitive decisions, however, are more difficult 


to express. That is why we find it difficult to communicate 


about complex problems. Everyday means for communication 


lack the ability to express complexity and makes dealing with 


complex problems even more complicated.   


Conklin (2005) says that “the first step in coping with wicked 


problems is to recognize its nature” (p.10). Therefore, Section 


3.1 first explores the characteristics of complex problems 


in order to examine the challenges that derive. Afterwards, 


Section 3.2 goes into the challenges faced in a complex 


problem-solving process by exploring ‘design thinking’ 
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as an approach to complex problems. Finally, Section 3.3 


goes further into the difficulties of dealing with knowledge 


boundaries and social complexity in multi-disciplinary 


design teams that face complex problems. 


3.1 The characteristics of complex problems 


To find the challenges of complex problem solving, we 


first need to understand what defines ‘complex’ problems. 


Snowden & Boone (2007) describe the characteristics of 


complex problems. These characteristics are:


1) it involves large numbers of interacting elements;


2) the interactions are nonlinear;


3) the system is dynamic and the whole is greater than the 


sum of its parts;


4) the system has a history and the past is integrated with 


the present; and


5) hindsight does not lead to foresight because the context 


continually changes. 


 


These characteristics make it difficult to structure and define 


complex problems. 


Horst Rittel (1930-1990), professor at the University of 


California, Architecture Department, first described social 


system problems that are ill-defined as “wicked problems” 


during a seminar in 1967 (Churchman, 1967). Rittel & Webber 


(1973)  later described the characteristics of wicked problems 


in the context of planning issues for policy makers. The 


characteristics of ‘wicked’ problems, further described in 


Box 2, show similarities with the definition of complexity 


by Snowden & Boone (2007), described above. What makes 







 3. Complex problem-solving 24


complex problems ‘wicked’ (Rittel & Webber, 1973) is that 


they are ill-defined: there is no definite problem description 


possible, nor is there a definite description of the type of 


solution possible. This is opposed to structured, linear 


problems, like problems defined in natural sciences (Rittel & 


Webber, 1973; Simon, 1973). The problems faced by (science) 


communication professionals, are often complex and wicked 


by nature because of their dynamic social context. 


More recent approaches seem to draw a more blurred line 


between problems that are wicked and problems that are 


not. In fact, Conklin (2005) states that “most problems 


have degrees of wickedness” (p. 10). One might say that 


there are no tame problems at all; instead, “all problems 


have the character of wicked problems” (Coyne, 2005, p. 8). 


We tend, however, to tame the wicked. For simpler more 


linear problems, mathematical problems for instance, 


this might not be a problem. However, in a social context, 


taming the wicked carries the risk of losing complexity and 


misinterpreting the core of the problem. Conklin (2005) also 


recognises the human tendency toward taming the wicked. 


He names two ways in which we commonly try to cope with 


wicked problems in organisations: (1) studying the problem, 


or (2) taming them (Conklin, 2005). Both will probably lead 


to insufficient solutions. It might be appealing to tame a 


wicked problem, at first, however, Conklin (2005) warns that 


simplifying the problem often fails in the long run.


This research focusses on complex, ill-defined problems in 


a social context. From now we will refer to these types of 


problems as ‘complex problems’. The characteristics of these 


problems, described above, lead to the following challenges:
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1) No definite problem description exists. Several factors 


contribute to the fact that it is difficult to define complex 


problems:


a) complex problems inherently have many different 


and interlinked components; 


b) the social context of complex problems is dy-


namic: the context and thus the problem change 


continuously;


c) the problem can only be understood once a solution 


has been developed: definition of problem and 


solution go hand in hand; and


d) there is no clear distinction between cause and 


effect: every complex problem can be considered a 


symptom of another problem.


2) There is no stopping rule. Because the process of 


understanding the problem and solving it occurs 


simultaneously, there is no clear ending to the prob-


lem-solving process.


3) Answers are not right-or-wrong, but good-or-bad. There 


is no way of telling if a proposed solution is “right” or 


“wrong” – simply because no definite answer to the 


problem exists. It is up to the judgement of the prob-


lem-solver whether a proposed solution is “good”, or if 


they should keep searching for alternatives. 


4) Every complex problem is unique and novel, and should be 


treated as such. Each complex problem-solving process, 


therefore, must start from scratch. We cannot assume 


that a problem, or a solution to that problem, is similar to 


a previous case, even if it looks quite similar.  


 


 







 3. Complex problem-solving 26


3.2 A designerly approach to complex problems


But how can we cope with complex problems? Complex 


problems are non-linear; self-evidently, the solution process 


should be non-linear as well. Approaching complex problems 


through design thinking is widely accepted and described 


(Buchanan, 1992; Conklin, 2005; Coyne, 2005; Meinel et al., 


2016; Rittel & Webber, 1973; Simon, 1973). There are many 


different definitions of what is meant by ‘design’. Banathy 


(1996) sums up 24 and self-defines design as follows:


“Design is a creative, disciplined, and decision-oriented 


inquiry, carried out in iterative cycles. During the cycles we 


develop the design solution by repeatedly exploring organized 


knowledge as well a testing alternative solutions. We 


constantly integrate information, knowledge, insights gained, 


and the findings of testing into emerging design solutions. This 


process is not linear, sequential, or systematic. Design mani-


fests dynamic interaction between feedback and feedforward, 


reflection and creation, and divergence and convergence. This 


dynamic process goes on until we develop confidence in the 


viability of one of the solution alternatives.” (pp. 16-17)


However, ‘design thinking’ does not come natural to 


everyone. Buchanan (1992) explains that there is an 


inherent difference in the way of thinking of scientists 


and designers. Scientist, who mostly deal with structured, 


non-complex problems – or at least ‘tamed’ problems-, are 


used to approach problems in a linear way of working. No 


wonder that Buchanan (1992) already brought to attention 


the “problem of communication between scientists and 


designers” (Buchanan, 1992, p. 14): they speak a professional 


language that is fundamentally different.







BOX 1: BOX 1: TITELTITEL TITELBOX 2: THE CHARACTERISTICS OF ‘WICKED’ PROBLEMS


Rittel & Webber (1973) first the characteristics of ‘wicked’ 


problems in the context of planning problems. More 


recently, Jeff Conklin (2005) summarised these into six 


main characteristics of problem ‘wickedness’. This overview 


combines both lists. 


1. You do not understand the problem until you have 


developed a solution. In wicked problems, problem 


description goes hand in hand with developing (and 


testing) possible solutions. It is only possible to gasp 


full understanding of the problem when a solution 


already presented itself.


2. Wicked problems have no stopping rule. Opposite to tame 


problems that have a clear ending when a solution 


is found, wicked problems have no stopping rule. 


Because the process of solving the problems occurs 


simultaneously with the process of understanding its 


nature, wicked problem-solving has no clear ending.  


3. Solutions to wicked problems are not right-or-wrong, but 


good-or-bad. Solutions to wicked problems are never 


‘right’ or ‘wrong’. They can only be judged as ‘good’ 


or ‘bad’. There is no the solution, only a solution to 


wicked problems. 


4. Every wicked problem is essentially unique and novel. 


Despite long lists of similarities between a current 


problem and a previous one, we cannot assume the 


problem nor the solution is the same (Ritter & Webber, 


1973). It is essential to wicked problem-solving that 


the problem-solver recognises the uniqueness of the 


problem and does not jump to solutions, based on 


previous experiences with similar problems. 


5. Every solution to a wicked problem is a ‘one-shot 


operation’. In wicked problem-solving, there is no 


trial-and-error possibility because every attempted  
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solution affects the situation and therefore has its 


consequences. 


6. Wicked problems have no given alternative solutions. It is 


up to the judgement of the problem-solvers whether 


they should keep looking for possible solutions or not. 


7. Every wicked problem can be considered to be a symptom 


of another problem. Every problem in a social context is 


probably a symptom of another ‘higher level’ problem. 


According to Rittel & Webber (1973), one should try to 


solve a problem on the highest level possible. 


Designers, however, are  comfortable in dealing with complex 


problems as design problems are ‘wicked’ by nature (Banathy, 


1996; Buchanan, 1992; Coyne, 2005; Simon, 1973). This raises 


the question: how do designers, for example architects, deal 


with complex problems? The following example of an archi-


tectural design process is derived from the writer’s personal 


experience with design projects in architectural education:


During my BSc and MSc at the TU Delft, I worked on multiple 


design projects. In this example I will illustrate the design 


process of the multi-interpretational market and event space 


in Haarlem, presented in Part II of this research. I started 


with a thorough analysis of all the available information on 


the assignment (e.g., what are the strengths or weaknesses 


of the location? What are the requirements of the building’s 


program?). Simultaneously, I searched for reference projects 
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of similar assignments and projected these on the location 


in Haarlem to explore the desired scale of the project. These 


reference projects functioned as useful means for communica-


tion as well. Through these examples I could communicate my 


first ideas to my fellow students and teachers. I could also show 


and discuss what I liked and disliked about the other projects 


and why. As a result of the analysis, practical constraints 


concerning the building’s program and floor areas were 


summarised in a ‘list of requirements’. Furthermore, other 


aspects that emerged from the analysis, were translated into a 


set of ‘starting points’ for the design. 


Next, I came up with a concept of the design: a collection of 


functions bound together by the roof. This idea led to a series 


of sketches and models that translated the requirements 


and starting points to a physical design. Many sketches and 


models later, I finally came up with a design that met my 


requirements. Several iteration cycles followed in which I 


constantly found new problems and looked for new design 


solutions to solve those problems. By working in various scales 


(e.g., 1:500, 1:20, etc.) at once, the architect is able to tackle one 


problem at a time without losing the complexity of the whole. 


Furthermore, the starting points and list of requirements, 


defined at the beginning of the design process, worked as 


means to check the quality of the design decisions. This set of 


‘rules’, that I defined, was not set in stone. During the design 


process, new information came up and new problems emerged 


that needed further analysis and sometimes resulted in 


redefining the problem and starting points. In the end, a final 


design was presented. In reality, however, this design would be 


further developed with specialists in construction and climate 


design and the contractors.
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The architect’s design process, described above, matches the 


‘Double Diamond’ model of the Design Council (2018). This 


model illustrates the “striking similar approaches” (Council 


Design, 2018) of the design processes across different disci-


plines. The initial visualisation of the design process in two 


diamonds by the Design Council wrongfully suggests that the 


design process is a linear process. Designing however, is an 


iterative process with a continuous back-and-forth between 


problem and solution. The (adjusted) Double Diamond model 


is shown in Figure 3.2.


The Double Diamond model divides the design process into 


four phases. The four phases are:


• Phase 1 - Discover. This matches the analysis phase 


in the architect’s design process described above. 


Designers gather information about the design assign-


ment, location and reference projects.


• Phase 2 - Define. In this phase, designers make sense 


of the gathered information and define the problem. 


In architecture this phase marks the translation of the 


analysed information into a list of requirements and 


starting points of the design. 


• Phase 3 - Develop. In this phase, solutions or concepts 


are created tested and iterated. During the design 


process of architecture described above, this phase 


describes the generation of multiple concepts.


• Phase 4 - Delivery. In the final phase of the Double 


Diamond model, a final design is delivered. All the 


aspects of the design are worked out.


 







Figure 3.2  Double Diamond model (based on Council Design, 2018)
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According to Churchman (in Banathy, 1996) “design is 


primarily a thought process and communication process, 


transferring ideas into action by communication” (p. 12). 


Communicating about design decisions, however, can be 


challenging because they are not always based on cognition. 


The designer’s judgement plays a strong role in decision 


making in complex problem-solving (Coyne, 2005; Rittel & 


Webber, 1973). These decisions are often based on a ‘gut-feel-


ing’ of the designer: they are based on intuition (Banathy, 


1996). These choices, therefore, might be hard to discuss.  


Thus, communication in complex problem-solving through 


design can, on its own, be challenging. Therefore, we add 


another challenge to the list, presented in Section 3.1: 


5. Decision-making in complex problem-solving processes is often 


based on intuition rather than cognition. These gut-feelings 


that drive our design decisions can be difficult to express 


and discuss. 


 


Because we rarely face complex problems in our own, but do 


so in (multidisciplinary) design teams, communication be-


tween team members can either have a catalysing or limiting 


effect to the progress of the problem-solving process. Section 


3.3 goes further into the problems of ‘social complexity’ 


(Conklin, 2005) and ‘knowledge boundaries’ (Carlile, 2002, 


2004) in complex problem-solving processes.  
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3.3 Social complexity and knowledge boundaries


We often deal with complex problems in a (multidisciplinary) 


team. This makes complex problem-solving “fundamentally 


a social process” (Conklin, 2005, p. 15). According to Conklin 


(2005), ‘social complexity’, as property of a social network, 


makes dealing with complex problems even more complex. 


As we know by now, a designerly approach to complex 


problems proceeds from a non-linear process with lots of 


iterations and a continuous back and forth of redefining 


problems and solutions. Furthermore, the personal viewpoint 


of the problem-solver is an important aspect of the problem 


definition (Rittel & Webber, 1973). Working with multiple de-


signers on the same problem therefore, means multiple views 


and interpretations of problems and proposed solutions. 


Moreover, as Conklin (2005) explains, the cognitive activity 


of the designer, going back and forth between problem and 


solution is complicated enough on its own. Adding a second 


designer to the picture makes it even more complicated. 


So how can we deal with this social complexity? Conklin 


Knowledge boundary


Common 
knowledge


Domain-specific 
knowledge


Figure 3.3  Knowledge boundaries
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(2005) explains that the ‘Holy Grail’ of effective collaboration 


in (multidisciplinary) design teams, dealing with complex 


problems, is “in creating shared understanding about the 


problem, and shared commitment to the possible solutions” 


(p. 15). Common knowledge is needed to gain shared 


understanding and, therefore, ‘knowledge boundaries’ have 


to be crossed. Figure 3.3 illustrates the potential knowledge 


boundaries between two team members. Because of these 


knowledge boundaries, knowledge can be both a “source of 


and a barrier to innovation” (Carlile, 2002, p. 442). 


In Section 3.1 it was mentioned that all complex problems are 


essentially unique and novel. When novelty arises, there is 


often a “lack of common knowledge” (Carlile, 2004, p. 557) 


that can be accessed. Domain-specific knowledge has to be 


shared and thus cross a boundary. Boundary objects can help 


transferring knowledge across boundaries (Carlile, 2002, 


2004). Boundary objects can take many forms. In architecture 


for example, photographs, drawings, three-dimensional 


models and BIM2 software  are used to communicate across 


boundaries. 


Let’s take a closer look at what a knowledge boundary object 


is exactly. Carlile (2002, 2004) explains that there are three 


types of knowledge boundaries that have to be crossed: (1) 


syntactic, (2) semantic and (3) pragmatic knowledge bound-


aries. For each boundary the way in which knowledge should 


be managed is described below. In addition, the desired 


2 Building Information Modelling (BIM) is a shared knowledge resource used in 


architecture and construction combining all domain-specific (e.g., construc-


tion, climate installations, etc.) information about a design. A BIM model forms 


a reliable basis for decision making in architectural design processes. 


. 
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capacity of a knowledge boundary object that can be used 


in complex problem-solving processes in a social context is 


discussed. 


First, at the syntactic knowledge boundary, knowledge is 


transferred. The transformation of knowledge can be done 


through a common language. The syntactic capacity of a 


knowledge boundary object, thus, requires a common lexicon 


for transferring domain-specific knowledge.


Second, at the semantic knowledge boundary, knowledge 


is translated. The aim here is to obtain common meaning. 


A useful knowledge boundary has the capacity to limit the 


possible interpretations, or at least uncover translations of 


knowledge early on in the proses. 


Third, at the pragmatic boundary, knowledge is transformed. 


Here, possible solutions are discussed, different interests 


resolved and trade-offs are made. An effective knowledge 


boundary object for complex problem-solving in the field 


of (science) communication should be able to support the 


mutual discussion and create a creative environment that 


stimulates out-of-the-box thinking.


Figure 3.4  Knowledge boundaries (based on: Carlile, 2004)
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Furthermore, Carlile (2004) adds that a knowledge boundary 


object should support an iterative approach to relate to the 


iterative character of the design process. 


In Plattner’s Design Thinking, prototyping is assumed to be 


a powerful knowledge boundary when dealing with wicked 


problems (Meinel et al., 2016). Prototypes can transfer 


knowledge because it functions as a means for communica-


tion; translate knowledge because it makes it tangible and 


concrete; and transform knowledge because it can function 


as a common design tool. Furthermore, prototypes can be 


altered to support multiple iterations in the design process. 


However, prototyping is only possible when an actual 


physical form can be represented. For instance, the Design 


Council (2018) proposes the use of prototypes from the third 


phase of the design process on. Thus, prototyping is only 


useful as knowledge boundary object when a solution is at 


hand. In (science) communication however, we often deal 


with strategic problems that cannot be grasped in physical 


form. 


Thus, social complexity makes dealing with complex prob-


lems even more challenging. Therefore, one more challenge 


of complex problem-solving processes is added to the list:


6. Multidisciplinary teams equal social complexity. Design is 


a social process in which the knowledge of different 


experts has to be combined to generate new knowledge. 


In this process, knowledge boundaries have to be crossed. 


Common knowledge boundary objects, however, do not 


support the non-physical design process of communica-


tion strategies.
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3.4 Common means of communication fall short


In the context of complex problem-solving however, common 


means of communication, that function as knowledge bound-


ary objects to transport, translate and transform knowledge 


across boundaries, often fall short because:


1) They are unable to gasp the complexity of the problem. Simply 


because they cannot express the infinite number of 


aspects and their interconnections involved in a complex 


social system.


2) They are unable to effectively deal with the dynamic aspect of 


the complex problems. In her inauguration speech, prof. 


dr. Noelle Aarts (2018) brought to the attention the need 


for ‘dynamic language’. In other words: “concepts that 


express movement and dynamics” (p.47). Aarts focusses 


on the dynamic aspect of spoken language. However, 


other forms of communication also lack the ability to 


cope with uncertainty and changes, once written down or 


drawn up, they might as well be set in stone.


3) They are unable to describe abstract concepts or feelings with-


out making them too concrete – and thereby overly simplistic. 


Common means have the trait of making things concrete. 


This can be a problem when the concepts discussed 


ask for a more abstract approach. Furthermore, design 


decisions are often based on a ‘gut-feelings’. These 


feelings, however, are hard to express using common 


means of communication. Metaphors can be an option. 


However, they may be interpreted differently, depending 


on personal experience. 


4) They are unable to deal with novelty because they use a 


representation of what is already known or defined. Common 


language relies on what we already know. This can be 
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a problem when dealing with novelty or innovation 


because we cannot express what we do not know and 


does not (yet) have a physical appearance. 







TO SUMMARISE...


The characteristics of complex, ill-defined or ‘wicked’ 


problems, the design approach to complex problems as well 


as the social complexity can be challenging to deal with. 


This research defined six challenges we face in complex 


problem-solving processes. These challenges are:


1) No definite problem description exists. Several factors 


contribute to the fact that it is difficult to define 


complex problems:


a) complex problems inherently have many different 


and interlinked components; 


b) the social context of complex problems is 


dynamic: the context and thus the problem 


change continuously;


c) the problem can only be understood once a 


solution has been developed: definition of 


problem and solution go hand in hand; and







d) there is no clear distinction between cause and 


effect: every complex problem can be considered 


a symptom of another problem.


2) There is no stopping rule. 


3) Answers are not right-or-wrong, but good-or-bad.  


4) Every complex problem is unique and novel, and should be 


treated as such.


 


Furthermore, a design approach to complex problems, 


which is the most effective – if not only – way of solving 


these problems, comes with its own challenges. This design 


approach adds two more challenge to the list:


5) Decision-making in complex problem-solving processes is 


often based on intuition rather than cognition. 


6) Multidisciplinary teams equal social complexity. 


 


Common means of communication often fall short in 


dealing with the challenges of complex problem-solving 


processes because they:


1)  are unable to gasp the complexity of the problem;


2) are unable to effectively deal with the dynamic aspect 


of the complex problems because once written down, or 


drawn up, they might as well be set in stone;


3) are unable to describe abstract concepts or feelings 


without making them too concrete – and thereby overly 


simplistic. 


4) are unable to deal with novelty because they use a 


representation of what is already known or defined.


 


It is believed that the way in which architecture communi-


cates might answer these shortcomings of common means 


of communication. Chapter 4 describes how.







Photo by Anne Kamp


“Architecture is, in many ways, a very 
specific type of science fiction; it is its 
own genre of speculative thought 


– Geoff Manaug







4. Architecture as means 
of communication
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Based on the preliminary architectural research (Parts I 


and II of this graduation project), this chapter explains how 


architecture communicates and how this can answer to the 


challenges we face in complex problem-solving described in 


Chapter 3. First, summarising from prior research, Section 


4.1 explains how architecture can convey meaning. Section 


4.2 draws an analogy with architecture and common means 


of communication. This chapter concludes with discussing 


how the way in which architecture communicates answers 


the shortcomings of common means of communication in 


complex problem-solving processes. 


4.1 Speaking architecture


This section summarises how and what architecture can 


communicate based on the preliminary research of Parts I 


and II of this graduation project. Prior research focused on 


the visual communication of architecture. Its conclusion, a 


framework for architectural communication, is presented in 


Figure 4.1. This framework explains how architecture is able 


to generate both ‘acquired’ and ‘intrinsic’ meaning through 


architectural appearance and its properties.


The chapter is divided into four sub chapters that explain 


the visual communication of architecture following the 


mentioned framework. First, Section 4.1.1 describes the 


architectonic sign. Section 4.1.2 continues by addressing 


architectural meaning, explaining the proposed difference 


between ‘intrinsic’ and ‘acquired’ meaning in architecture. 


Section 4.1.3 explains the connotations of architectural 


meaning. This section concludes with addressing the lack 


of causal links between architectural object and meaning in 


Section 4.1.4. 







Figure 4.1 Framework for architectural communication
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Parts of text are borrowed from Part I: Speaking architecture, 


a semiotic study toward understanding visual communication in 


architecture and Part II: Speaking architecture, design and analysis 


of a multi-interpretational market space in Haarlem. 


4.1.1 The architectonic sign


The prior research took a semiotic perspective on architec-


tural communication. In the semiotic tradition, meaning 


is believed to derive from the relation between the object, 


the sign, and the person. This is represented by the Triad 


of meaning, shown in Figure 4.2. In Theories of Human 


Communication, Littlejohn and Foss (2011) define a sign as 


a stimulus that indicates some other condition (e.g., smoke 


indicates the presence of fire). 


In architecture, however, the relation between the object (the 


architectural form) and the sign is more ambiguous. Jencks 


(1980) expresses this ambiguous relationship in an alternative 


triad of meaning, shown in Figure 4.3. Jencks (1980, 1991) also 


describes the sign, or ‘signifier’, as something that refers 


to something else: the ‘signified’. The ambiguous relation 


between the object, or ‘referent’, and the sign is indicated 


by the dotted line. Eco (1980) takes it a bit further and 


Figure 4.2 Triad of meaning
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underlines that, in architecture, the relationship between the 


three is indistinct because the object in the first instance, 


signifies itself. The difference becomes clear when using the 


previously mentioned example of smoke (sign, or signifier) 


that indicates fire (the object). In this case, sign and object 


are two different things. In architecture, however, according 


to Eco the sign and the object are but one thing. 


Figure 4.4 shows these two different definitions of the 


architectonic sign, by Robert Venturi (Venturi, Scott Brown, 


& Izenour, 1977). With the ‘duck’ and the ‘decorated shed’ 


Venturi illustrates the difference between the ‘iconic sign’, 


where there is a strong link between sign and object (the 


duck); and the ‘symbolic sign’, where symbolic meaning is 


added through symbols (the decorated shed). 


All these definitions of the architectonic sign assume that 


the architectonic form or element refers to a meaning that 


lies outside the architecture or object itself. This means that 


the architectural meaning relies on a certain amount of 


knowledge. Parts I and II describe this as ‘acquired meaning’. 


However, if we detach the definition of the ‘sign’ from being 


a physical object and redefine the ‘architectonic sign’ as a 


set of architectonic expressions, an ‘appeal’ or ‘atmosphere’ 


Figure 4.3 Jencks’ semiotic triangle (based on Jencks, 1980)







47 Part III - “Speaking through form


(Janson, 2014), it can convey meaning in a more ‘intrinsic’ 


manner. The next sections go further into the difference 


between intrinsic and acquired meaning in architecture.


Therefore, the prior research proposes that the architectonic 


sign is a combination of the object and a set of properties, 


ascribed to these objects. While the object, on its own, can 


refer to a symbolic meaning that lies outside the object, 


intrinsic meaning derives from a combination of both the 


object and its properties. 


4.1.2 Architectural meaning 


Parts I and II of this research proposed a difference in 


‘acquired’ and ‘intrinsic’ meaning in architecture. In Box 1 


in Chapter 1, the difference between ‘acquired meaning’ and 


‘intrinsic meaning’ was already briefly discussed. 


Figure 4.4 The ‘duck’ and the ‘decorated shed’  


(Venturi et al., 1977)
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Semiotic approaches on architecture, as described in Section 


4.1.1, often are limited to form of symbolic meaning (Eco, 


1980; Jencks, 1980, 1991; Venturi et al., 1977). Here, the general 


understanding of the ‘sign’ (Eco, 1980; Venturi et al., 1977) 


or ‘signifier’ (Jencks, 1980) is that it refers to something 


else that lies outside of the architecture (i.e., the ‘signified’ 


(Jencks, 1991)). Symbolic meaning, therefore, requires a 


certain amount of knowledge. In other words, it has to be 


acquired. For example, we recognise a church as such because 


we have learned that a church has a bell tower and arched 


stained glass windows. Parts I and II of this research defined 


four types of acquired meanings in architecture: architecture 


can refer to (1) a function  / typology, (2) time / place, (3) 


metaphor and (4) symbol. 


However, others like Prak (1968, 1977) and Preziosi (1979b, 


1979a) searched for a less symbolic approach to architectural 


communication; as did Parts I and II of this research. The 


prior research showed that architecture has the ability to 


communicate in a more fundamental way, using meaning 


that is intrinsically experienced. Janson (2014) – although not 


in the same words – agrees that architecture can, next to 


its symbolic meaning, express meaning in a more intrinsic 


manner: “for another thing we grasp the expressive character 


of a built form directly and in perceptual terms without the 


need to read meaning by deciphering architectural forms, 


especially those that have an impact on us” (Janson, 2014, pp. 


193–194).


Intrinsic meaning is conveyed through ‘empathy’. Empathy is 


“the action of understanding, being aware of, being sensitive 


to, and vicariously experiencing the feelings, thoughts, and 
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experience of another of either the past or present without 


having the feelings, thoughts, and experience fully communicated 


in an objectively explicit manner” (“Empathy,” n.d., emphasis 


added). In other words: intrinsic meaning is something we 


simply feel and understand, immediately. Let me explain 


with an example: although no one taught you to experience 


the Reichstag building in Berlin as a symbol of power, when 


standing there and looking up the gargantuan columns and 


sheer size of the building, you probably automatically feel the 


power the building expresses. Properties as scale, proportion, 


rhythm and symmetry intrinsically express a type of 


meaning that is understood by a wide audience in the same 


manner. Parts I and II of this research defined ten intrinsic 


meanings in architecture: (1) power, (2) gestalt, (3) simplicity 


and complexity, (4) (conceptual) space, (5) orientation /


directionality, (6) gesture, (7) accessibility and exclusivity, (8) 


capacity, (9) enclosure and (10) architectural weight. 


However, Janson (2014) mentions that a conflict may arise 


between these two types of meaning: “for example when an 


additional meaning is superimposed upon an unmediated 


expression of the spatial forms, and when this divergent 


statement falsifies the architecture’s primary impact” 


(Janson, 2014, p. 195). In other words: it is impossible to 


completely separate acquired and intrinsic meaning. Let’s 


refer this to the Reichstag building again: the symmetry, 


rhythm of the columns and sheer size of the building may in-


trinsically convey the meaning of ‘power’, it cannot be denied 


that power is also expressed symbolically through historic 


value – it is not a coincidence that the dictators of the 20th 


century used a classical form language in their architecture.  
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4.1.3 Architectural connotations


The difference between acquired and intrinsic meaning, 


described in Section 4.1.2 becomes even more obvious when 


we examine how they evoke feelings or emotions. In acquired 


meaning, the architectural form conveys symbolic meaning 


and this might evoke certain feelings or emotions, depending 


on the personal experience or attitude toward the symbol 


it refers to. For example, someone could relate the classical 


form language of the Reichstag building to the Nazi regime 


and this could disgust this person because of his / her Jewish 


heritage. Thus, the connotations of acquired meaning are 


very personal. 


Connotations of intrinsic meaning, however, do not relate 


on external symbols and thus, on our interpretation of these 


symbols. Intrinsic meaning is conveyed through empathy. In 


other words: the first level meaning and the related feelings 


are evoked at once. Figure 4.5 shows the difference between 


the two. 


Part II of this research showed the architectural conno-


tations, derived from the case studies, and their mutual 


relations into a web-like image. In this ‘wheel’ of archi-


tectural connotations, based on Plutchik’s (2001) ‘wheel of 


emotions’, opposite sections describe opposite emotions. The 


rings indicate the different levels of meaning; the outer rings 


are the most subjective and emotional. 


4.1.4 ‘Wheel of architectural communication’


Figure 4.1 seemed to give a clear overview of how and what 


architectural communicates, in reality, the generation of 


architectural meaning is far more complex and does not 
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follow a linear fashion at all – which is imposed by the linear 


organisation of this framework. Part II proposed an addi-


tional and more relatable way of presenting how architecture 


communicates. Figure 4.6 is a non-dynamic representation 


of the ‘wheel of architectural communication’. In physical 


form, all disks are dynamic. This ‘wheel of architectural 


communication’, shows the many possible combinations 


of architectural properties, that all could contribute to 


conveying architectural meaning. How the architectural sign, 


among different scales and throughout various properties, 


conveys architectural meaning is highly dependent on 


its context. Therefore, it is merely impossible to describe 


Figure 4.5 How connotations are derived in ‘acquired’ and ‘intrinsic’ meaning


Architectonic sign
Architectural form


Symbolic meaning


Acquired meaning:


Feeling / emotion


Symbolic 
meaning


Intrinsic meaning:


Feeling /
emotion


Architectonic sign
Architectural form + principles
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the potential ways in which a message is constructed in 


architecture. 


An example: in one situation, size, rhythm and symmetry 


might lead to the expression of power in architecture (first 


level meaning). In a building like the AEG turbine factory 


(Part I, Section 3.2) this combination of properties and the 


meaning of power might connote ‘stately’ or ‘immense’ 


which could lead to a feeling of inferiority and if exaggerated, 


to the emotion of fear. However, in the Seagram Building in 


New York (Part I, Section 3.1) these same properties (size, 


rhythm and symmetry) connote a ‘sublimity’ or ‘pureness’ 


and are more likely to lead to a feeling of ‘serenity’. 


Moreover, in de Sint Bavo church in Haarlem (Part I, Section 


3.3), the difference in size between the nave and the aisle, the 


rhythm of the columns, and the symmetry of the cruciform 


floorplan can also denote different conceptual spaces with 


ambiguous boundaries. Thus, there is no fixed way of telling 


how the properties of the architectural sign lead to a particu-


lar meaning of architecture. 


To conclude, architecture communicates through the proper-


ties of the architectural form, space, and their organisation. 


It can convey meaning in an intrinsic way through empathy. 


The architectural meaning, however, is highly dependent 


on context and therefore, definite casual links between the 


architectonic sign and meaning cannot be described. In the 


next section, architecture is discussed as a means of commu-


nication in relation to complex problem-solving.   







Figure 4.6 ‘Wheel of architectural communication’
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4.2 The characteristics of architecture as a means 


for communication


This section builds upon the way architecture communicates 


and discusses architecture as a means of communication 


in de context of wicked problem-solving in science 


communication. When we treat architecture as a means of 


communication, several advantages over common means of 


communication can be derived that are of special interest 


when dealing with complex problems. The following sections 


describe these advantages and show how they might be able 


answer the challenges presented in Chapter 3. 


Architecture makes complexity comprehensible 


First, because architecture is a non-verbal language, it shares 


the advantages of other means of visual communication. 


What Burri (Burri, 2012) calls, visual value, points out the 


non-discursive character of images. Opposed to reading 


texts, where one has to go through from left to right and 


top to bottom (at least in western languages), images can be 


taken in all at once by multiple people at the same time (S. 


R. Davies & Horst, 2016). As we have seen, the same holds for 


architecture. 


The quality of the visual value depends on how information 


is perceived. Burri’s visual performance points out that the 


way in which an image is constructed contributes to how it 


is perceived. Van den Broek et. al (2015) explain that we can 


explain how we perceive visual cues as such with the use 


of the Gestalt laws of perception. Gestalt psychology tries 


to understand why we see what we see. It is based on the 


principle of Prägnanz, which explains that we tend to group 


things we see in order to perceive the chaotic world in an 
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orderly and simple manner. The laws of good gestalt, Box 3 


shows four, are used in visual communication to help group 


information and, thereby, help us deal with complexity. 


Architecture uses similar ways to create order in the chaotic 


world that surrounds us. However, architecture, like the 


gestalt laws of perception, is not bound to two dimensions. 


The architect can use similar principles, including propor-


tions, scale, rhythm, symmetry, materialisation and light, but 


in three dimensions. Therefore, architecture has, more than 


other forms of visual communication, the ability to make 


complexity comprehensible. 


Architectural communication = 4D


The ability to make complexity comprehensible is fuelled by 


the dynamic aspect of architectural communication. In prior 


BOX 3: GESTALT LAWS OF VISUAL PERCEPTION*  


*Based on Prak (1977)


Law of proximity:


Law of similarity:


Law of simplest and largest figure:


Law of continuity and closure:
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research, this dynamic aspect is called the fourth dimension 


of architectural communication. Figure 4.7 explains what this 


research means by the different dimensions in architectural 


communication. Janson (2014) explains that only through 


movement and in relation to our body, can architecture 


convey meaning.


In Chapter 3, the need for ‘dynamic language’ (Aarts, 2018) 


is already discussed. Translating the dynamic aspect of 


architectural communication back to every-day commu-


nication, this would mean that adding a fourth dimension 


could help us deal with changes and uncertainties over 


time. Conventional modes of communication are not flexible 


enough to deal with these changes. 


The actor as essential part of architectural communication 


The ability to move through architecture changes the rela-


tionship between the object and the receiver significantly. 


Janson (2014) states that “a work of architecture does not 


stand across from us like a picture; instead we, ourselves, 


belong to architectural reality so that instead of being mere 


beholders, we enjoy the status of ‘actors’” (2014, p. 108). In 


other words: we ourselves are an essential part of architec-


tural meaning. Only in our presence is meaning conceived. 


Thus, only in the physical experience of space can the true 


meaning of architecture be transferred. Drawings can, 


however, approach architectural communication. But one 


must keep in mind that reading architectural drawings and 


translating this to true architectural expression in one’s 


thoughts, needs training. Scaled models, on the other hand, 







Figure 4.7 Definitions of the four dimensions of communication in architecture
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moments in time.
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are easier to comprehend for the untrained eye as well. In 


both techniques (drawings and scaled models) the use of 


a point of reference (e.g., scaled people, cars and trees) is 


essential to translate these representations into physical 


experience. 


The intrinsic capacity of architecture


The fourth advantage of architectural language over every-


day language is the ability to communicate more intrinsically 


through empathy. While the acquired, or symbolic, meaning 


of architecture reads like a text, the intrinsic meaning reads 


like a face (Janson, 2014). The ability empathetically under-


stand human emotions is rooted more deeply than acquired 


languages and, thus, is less dependent on cultural differ-


ences. The prior research, therefore, assumes that intrinsic 


communication is less dependent on personal interpretation, 


determined by cultural backgrounds and social norms.


The intrinsic capacity of architecture makes this way of 


communicating especially interesting in our search for a 


form language that can be used in complex problem-solving 


processes.


Architecture is not a representation of reality: it is reality. 


The intrinsic advantage of architectural communication is 


rooted in the non-representational quality of intrinsic mean-


ing in architecture. Supposing that the architectonic ‘sign’ 


is defined as a set of architectural principles that work on 


different scales, architectural language - unlike other forms 


of (visual) communication - is not based on a representation 


of some form of reality. 
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Figure 4.8 


BOX 4:  OTTO NEURATH’S ISOTYPE


The birth of Otto Neurath’s International System of 


TYpographic Picture Education (ISOTYPE) derived from 


a frustration on the inadequacies verbal language. In the 


context of a scattered world, with the Second World War on 


its way, Neurath believed that: “words divide, [and] images 


unite” (Patton, 2009). He created an abstract representation 


through iconic images that would be understandable for 


all. ISOTYPE functioned as a foundation for the symbols 


we still see today (e.g., on airports).


In an attempt – and a rather good one – to overcome 


international language barriers, Otto Neurath (1882 – 1955), 


Austrian philosopher, created an international visual 


language consisting of abstract representations of common 


known images (Neurath, 1936; Patton, 2009; Vossoughian, 


2008). Box 4 goes further into Neurath’s ISOTYPE. Neurath’s 


icons, however, still rely on acquired meaning because they 


refer to something else. For example, if you have never seen 


an airplane, you would not recognise an abstract representa-


tion of that airplane. 


Intrinsic communication of architecture, however, does not 


refer to a kind of reality that lies outside of itself. In other 


words: intrinsic architectural communication is not based 


upon a representation of reality, it is reality. 


Figure 4.8 ‘Signs for 


the five groups of man’ 


(Neurath, 1936, p. 47)
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Architectural communication uses all senses


Although the prior research focussed mainly on visual 


communication in architecture, it cannot be denied that all 


senses contribute to the perception of architecture. Moreover, 


Janson (2014) states that “no one of the five senses can be 


identified as paramount for the perception of architecture” 


(p. 276). It is simply impossible to completely disregard the 


influence of other senses in the ‘sensory perception’ (Janson, 


2014) of architecture since they influence our perception all 


at once. 


Janson (2014) underlines the importance of ‘haptic’ senses in 


architectural communication. Haptic qualities or architecture 


refer to the tangibility of architecture. The haptic qualities 


make architectural communication very persuasive: what 


can be touched is physically real (Janson, 2014). Burri (2012) 


highlights the rhetoric capacity of images in her ‘visual 


persuasiveness’. Images often are used to convince people. 


However, in the Photoshop and fake-news era that we live in, 


we might not always trust our eyes. The haptic qualities of 


architecture, however, make it hard to lie.
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TO SUMMARISE…


Architecture can communicate in an intrinsic manner 


through form, space, and their organisation. This graduation 


project proposed a difference between ‘acquired’ and 


‘intrinsic’ meaning in architecture. Acquired meaning relies 


on some (acquired) knowledge because it refers to something 


that lies outside of the object itself (symbolic meaning). 


Intrinsic meaning, however, is experienced through empathy 


and therefore less dependent on personal experience and 


knowledge. Intrinsic meaning is all-consuming it hits the 


receiver with direct impact. 


The way in which architecture communicates has some 


advantages over common means of communication. These 


advantages are:


1) architecture makes complexity comprehensible;


2) architectural communication is four-dimensional: one 


can move through time and in space;


3) the actor is an essential part of architectural communi-


cation and acts as a point of reference to it;


4) architecture communicates in an intrinsic manner;


5) architecture is not a representation of reality; architec-


ture is reality; and


6) architectural communication uses all senses.


 


Furthermore, by drawing the analogy between architectural 


communication and common means of communication, 


this chapter shows that the characteristics of architectural 


communication might answer to the challenges we face 


in complex problem-solving. This raises the question of 


whether we could take advantage of the way architecture 


communicates to create a form language that can contribute 


to the complex problem-solving process. Therefore, Chapter 


5 translates these advantages to design guides for such a 


language.







Photo by Anne Kamp


“Design is showing he guts to  
trust your guts 


- Anne Kamp
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In this chapter, the insights form Chapters 3 and 4 are 


combined to define design guides for a new form language. 


Chapter 3 described the shortcomings of common means 


of communication in dealing with complex problems. 


Afterwards, Chapter 4 showed the advantages of architectural 


communication over normal means of communication. In 


Table 5.1 these shortcomings and advantages are placed 


next to each other. The design guides for a form language, 


explained below, can be derived from the advantages of 


architectural communication. Additionally, some functional 


requirements are proposed that derive from a possible use of 


the form language.


Form of visual communication


Architecture has the ability to make complexity compre-


hensible because it is a form of visual communication. 


Visual communication has an advantage over normal means 


of communication because it can be “read” it as a whole. 


Therefore, the form language should be a form of visual 


communication as well.


Four-dimensional


Architecture is four-dimensional; the dynamic aspect 


of architectural communication takes into account the 


movement through time and space. Architectural meaning 


is experienced through movement. Moreover, the four-di-


mensionality of architectural meaning makes it easier to 


comprehend complexity. Therefore, the form language should 


be four-dimensional as well; meaning that it should be able 


to be moved throughout time and in space. In other words: 


the form language should be able to deal with changes along 


the process. 







Shortcomings common means of 
communication: Advantages of architectural communication: Design guides


Common means are unable to grasp 
the total complexity of the problem 
because they are limited to the second 
dimension


Architecture makes complexity 
comprehensible


Form of visual communication


Common means are unable to 
effectively deal with the dynamic 
aspect of the complex problems 
because once written down, or drawn 
up they might as well be “set in 
stone”


Architectural communication is 
four-dimensional


Four-dimensional


The actor is an essential part of 
architectural communication and acts 
as a point of reference to it


Point of reference


Common means are unable to describe 
abstract concepts without making 
them too concrete


Architecture communicates in an 
intrinsic manner


Based on the principles of (intrinsic) 
architectural communication


Common means are unable to deal 
with novelty because they use a 
representation of what is already 
known or defined


Architecture is not a representation of 
reality; architecture is reality


Abstract forms


Architectural communication uses all 
senses.


Haptic qualities


Table 5.1 Overview design guides
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Based on the principles of (intrinsic) architectural 


communication


Architecture uses a more intrinsic way of communication. 


Intrinsic meaning lies within the form and composition. It 


is opposed to symbolic meaning that refers to something 


outside of the object itself. Intrinsic meaning is believed to 


be less dependent on interpretation. In architecture, intrinsic 


meaning derives from the object and its properties. These 


properties from the principles of intrinsic architectural 


communication. In order for the form language to convey 


meaning in a more intrinsic way, it should be able to 


portray these principles. Therefore, the form language 


should be based on the principles of (intrinsic) architectural 


communication.  


Abstract forms


Architecture is not a representation of reality. It is reality. 


The intrinsic advantage of architectural communication is 


rooted in the non-representational quality of architecture. To 


make use of the intrinsic capacity, the form language should 


not be based on any reality, it should create reality. Therefore, 


the symbolic meaning of the forms should be limited. In 


other words: the form language should be based on abstract 


forms. 


Point of reference 


In architecture, the user is always part of the architectural 


communication. Moreover, the user is a point of reference 


to which the architectural meaning is assigned its scale. 


Therefore, a reference point should be part of the design to 


give the whole a certain scale. 
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Haptic qualities


Architectural communication uses all senses to convey a 


message. The haptic quality of architecture, or in other words 


the tangibility, contributes the rhetoric of architectural 


communication; what can be touched is physically real. In 


other words: we tend to consider things we can touch to be 


true. Therefore, the form language should be tangible. 


Functional requirements


In addition, a possible use of the language is proposed, 


from which functional requirements for the design derive. 


The form language will be used in the context of complex 


problem-solving through design thinking. It is therefore 


assumed, that the form language will be used mainly in a 


(multidisciplinary) group of about four to six people. The 


form language is used during the problem-solving process 


as a group-activity. Therefore, everyone around the table 


should be able to reach it. Furthermore, the form language 


should not block the view across the table. Finally, it should 


be possible to move, transport or store the form language in 


a convenient way. The total package, therefore, should fit in 


one box that can be lifted by one person. 
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TO SUMMARISE…


To summarise, the new form language for communication 


should use the qualities of architectural communication and 


should therefore: 


1) be a new form of visual communication;


2) be four-dimensional, meaning that it can me moved 


throughout space and time;


3) be based on the principles of (intrinsic) architectural 


communication;


4) no be a concrete representation, but should consisting of 


abstract forms;


5) use a point of reference that determines the scale; and 


6) use haptic qualities; meaning that it be physically 


touched.


Furthermore, provided that the form language is most likely 


to be used in a (multidisciplinary) group of four to six people. 


Some additional functional requirements are defined:


7) the individual pieces have to be visible and reachable for 


everyone around the table;


8) the forms and their composition should not block the 


view to the ones sitting around the table; and


9) the total package should be convenient to move, trans-


port and store. Therefore, the form language should fit in 


one box that can be lifted by one person. 







Photo by Anne Kamp


“Beschouw de natuur als een 
verzamling van bollen, kegles en 
cilinders


– from NRC, November 15th, 2018







6. Form language
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This chapter explains how the principles of architectural 


communication could be translated into the design of a form 


language. First, Section 6.1 presents the design concept that 


derives from the design guides. Then, Section 6.2 analyses 


the principles of architectural communication – described 


in Parts I and II of this graduation project – and translates 


them into three types of elements for the design. The chapter 


concludes with the preliminary design of the form language. 


6.1 Design concept


The design concept for the form language derives from the 


design guides presented in Chapter 5. The design guides 


suggest that the form language should be a form of visual 


communication that consists of three-dimensional forms 


that can be combined in a four-dimensional manner. This 


means that a created composition must be able to change 


during the design process. The haptic qualities that it must 


have, mean that people should be able to touch it and take 


it into their hands. Furthermore, the forms should be as 


neutral as possible and not refer to something else. In other 


words, they should not act as symbols but should be based on 


abstract forms. Combined, the forms must be able to create a 


new reality. Finally, reference objects must be added to give 


the composition a certain scale. 


Figure 6.1 shows a sketch of the design concept. The concept 


is a four-dimensional form language with elements that 


resemble typical architectural elements. For example, ‘walls’, 


‘columns’ or ‘volumes’ in various materials and transparen-


cies. With the elements one can create abstract compositions 


of form and space that convey meaning in an intrinsic 


manner; just like architecture does. 







Figure 6.1 Design concept
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In order for the form language to be able to communicate in 


a more intrinsic manner, it is based upon the principles of 


(intrinsic) architectural communication. Section 6.2 trans-


lates these principles, that derive from preliminary research, 


into the design input for a four-dimensional form language. 


6.2 Design input


Parts I and II of this graduation project defined nine princi-


ples of architectural communication. In order to design the 


different elements of a form language, these principles are 


analysed and translated into physical elements for the form 


language. First, the characteristics of these principles are 


described in Figure 6.2 to 6.8. The section concludes with a 


translation of the design input into three main elements for 


the form language. 







  76 6. Form language 76


Figure 6.2 Size


Size can be described as height, width and length in relation to a 


point of reference (h : r + l : r + l : r), in which r is the point of refer-


ence). The point of reference here, determines the scale of the form, 


space or their composition. 
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Design input


Figure 6.3 Proportions


Proportions can be described as the relation between height, width 


and length (h : w : l). Unlike size, proportion does not necessarily need 


a point of reference. It does, however, need a certain orientation; as 


can be seen in this figure. Proportions can be a property of a form, 


space or their composition.
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Figure 6.4 Rhythm


Rhythm is a sequence of at least two or more forms/spaces. Rhythm 


can exist without a point of reference, however, adding one gives the 


rhythm a certain scale. 


Rhythm can possess a number of traits, visualised in this figure. 


First, the spatial frequency of the rhythm can increase or decrease. 


Furthermore, when a rhythm exists in the third dimension, 


perspective plays a role in the expression of the rhythm. Finally, 


rhythm can also be experience in the fourth dimension. In this case, 


a point of reference moves with a certain speed along the sequence. 


Rhythm is mainly a property of the organisation of forms and 


spaces. However, it can also exist within the scale of form and space 


in the expression of materiality or ornamentation.  
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Design input


Figure 6.5 Symmetry


A form, space or organisation of these forms or spaces can be 


symmetrical along one or more axes. Symmetry can exist without 


point of reference, but the perception does effect the expression 


of the symmetry; it is best experienced from a point of view along 


the axis. Symmetry can be a character of a form, space, or of an 


organisation of form and space .







  80 6. Form language 80


Figure 6.6 Openness


Openness is a result of the organisation of form and space, and 


materiality. Spaces can be perceived on a scale from open to closed. 


This figure shows two situations. 
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Design input


Figure 6.7 Angularity


Angularity is a property of corners. It describes how two planes 


meet. Corners can be everywhere between being very angular and 


curved. How angularity is perceived is dependent on the location of 


the reference point.







  82 6. Form language 82


Figure 6.8 Materiality


Materiality is a property of form and can be described in colour, 


texture and transparency. This figure shows different combinations 


of colour, texture and transparency that lead to different expressions 


of materiality.


Colour
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Table 6.1 Design input


Principles: Characteristics: Design input:


Size Height, width or length in relation to a point of 
reference


• Elements with variety of sizes


• Reference objects with different sizes


Proportions Height : width : length, and orientation • Elements with variety in proportions that can 
be used in various directions


Rhythm A sequence of at least two or more forms/spaces • Linear elements; at least three of each size


Symmetry At least one form or space, and an axis • At least two of each element to make 
symmetrical compositions


Openness Openness is a result of the organisation of 
form / space and materiality


• Variety in measurements to make openings in 
the composition


• Variety in the translucency of the materials


Angularity Angularity is a property of corners • Variety in corner possibilities


Materiality Materiality is a property of form and can be 
described in colour, texture and transparency


• Variety in colour, texture and transparency
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Table 6.1 summarises the characteristics of the principles 


described above and translates the characteristics into 


design input for the form language. Size, proportions, 


rhythm, symmetry and openness prescribe the amount of 


forms needed, as well as the variety in size and proportions. 


Openness and light prescribe a variety in the translucency 


of forms. Materiality prescribes a variety in colour, texture 


and transparency. Finally, angularity and ornamentation say 


something about the detailing of the joints and connection 


possibilities of the forms. The design input described in Table 


6.1 leads to three type of elements for the form language: 


1) Structural elements. Stand-alone elements that can be used 


to create a structure for the composition. They vary in 


size and proportions. 


2) Planar elements. These elements are flat and can be 


combined with the structural elements. They vary in 


materiality, size and proportions. 


3) Reference objects. Solid elements used to define the scale 


of the composition. They vary in form and size.


 


Figure 6.9 shows the concept of the three elements. The 


three types of elements correspond with the primary 


Figure 6.9 Elements form language
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elements of architecture: linear elements, planar elements 


and solids (Ching, 2015). This was also confirmed during an 


expert meeting with P. Koorstra (‘personal communication’, 


September 27th 2018). 


6.3 Preliminary design


This section describes the preliminary design of the form 


language. Figure 6.10 shows an overview of the preliminary 


design. The different types of elements are described sepa-


rately in Figure 6.11 to 6.13.


The design of the form language is a result of multiple 


iterations, working with prototypes of foam. With each 


design choice, the use of the form language is confined. 


The design of the form language, presented in this chapter, 


functions as a preliminary design that can be tested during 


the workshops. Furthermore, the current set is seen as a 


standard package. Possible expansions on the preliminary 


design can be added. This idea can be compared with the 


standard sets and extension packages of board games (e.g., 


The Settlers of Catan). In other words: the preliminary design 


serves as a ‘typology’ for a form language; it determines the 


boundary conditions for what is meant by a ‘form language’. 


The choice for material is wood (MDF) and foam. This choice 


was made mainly for practical reasons: MDF (Medium-


Density Fibreboard) is easy to process and the needed 


woodworking machines were at hand. The more complex 


shapes of the reference objects, were less convenient to 


produce out of wood. Therefore, these elements were made of 


foam and were painted white.







Figure 6.10 Form Language - total set
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Preliminary design


Figure 6.11 Form language - structural elements


The structural elements are stand-alone objects that can be 


used to build a structure for the composition. There are two 


types of structural elements: (1) linear structural elements; 


and (2) planar structural elements. The linear elements have 


a cross-section of 1,8 x  1,8 cm and exist in three lengths: 


24 cm, 18 cm and 9 cm. These lengths correspond with the 


measures of the planar structural elements which are: 


24 x 18 cm, 24 x 9 cm, 18 x 18 cm, 18 x 9 cm and 9 x 9 cm. The 


thickness of these elements is 1,8 cm. Each length of the 


linear structural element has six pieces. The planar structural 


elements have two pieces per size.


All structural elements have notches on the head ends. These 


notches make it possible to make connections with the planar 


elements, described in the next section. 
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Preliminary design


Figure 6.12 Form language - planar elements


This figure shows the planar elements of the form language. 


The dimensions of these elements correspond to the 


structural elements described in Section 6.3.1 (24 x 18 cm, 


24 x 9 cm, 18 x 18 cm, 18 x 9 cm and 9 x 9 cm). Of each dimension 


the planes have three different materials: (1) wood, 4 x; (2) 


semi-transparent Perspex, 1 x; and (3) mesh, 1 x. The metal 


mesh plane is flexible and can be manipulated in different 


forms.


The planar elements have a thickness of 3 mm and therefore 


fit in the notches of the structural elements. 
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Preliminary design


Figure 6.13 Form language - reference objects


This figure shows the reference objects of the form language. 


The reference objects are masses of foam, painted white. 


There are three different shapes: (1) cubes, (2) pyramids 


and (3) spheres. Each shape has three sizes through which 


the composition can get a certain scale. The dimensions, 


expressed in height, are: 15 cm, 7 cm and 3 cm. The quantities 


respectively are: 1 x, 4 x and 8 x.
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TO SUMMARISE…


This chapter explained how the design of the form 


language came to be. The principles of (intrinsic) 


architectural communication (size, proportions, rhythm, 


symmetry, openness, angularity, materiality, light and 


ornamentation) were translated into design input for the 


form language. The preliminary design consists of three 


types of elements: (1) structural elements, (2) planar ele-


ments and (3) reference objects. Together, these elements 


should be able to express meaning using the principles of 


architectural communication.







Photo by Bram Peerlings
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The preliminary design of the form language described in 


Chapter 6 was tested with the goal to further develop and to 


better understand the use of the form language and its con-


tributions to the design process of complex problem-solving. 


Two types of workshops were organised: (1) group workshops 


with students and graduates; and (2) individual workshops 


with science communication professionals. This chapter 


describes the workshops and their results. First, the method 


is described in Section 7.1, after which Section 7.2 describes 


the workshop results. 


The original workshop set-ups, case description and evalua-


tion forms can be found in the appendices.


7.1 Method


The form language, based on the principles of architectural 


communication, was tested during a set of workshops. The 


main goal of the workshops was to further develop the form 


language. The workshops had three sub-goals:


1) Gain a better understanding of the form language’s use 


in the context of complex problem-solving;


2) See whether the form language can contribute to the 


challenges faced in complex problem-solving processes;


3) Collect design feedback to further develop the design of 


the form language. 


 


How each goal is tested during the workshop is explained 


below. After which Sections 7.1.1 and 7.2.2 will dive into the 


methods that were used. 
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1) Use of the form language


The design is tested during a complex problem-solving 


process in order to get a better understanding of the possible 


uses of the form language in this specific context. The work-


shop participants were asked to design a strategy to reduce 


juvenile delinquency in Rotterdam. Due to the complexity of 


the case, the dynamic social context, the ambiguous relation-


ship between problem and solution and its uniqueness and 


novelty, the problem can be defined as a complex, ill-defined 


problem. In other words, it is a typical ‘wicked’ problem.


The participants were asked to use a design thinking ap-


proach to deal with the complexity of the case. The workshop 


followed the design processes described in the Double 


Diamond model. This model consists of four phases: Discover, 


Define, Develop and Deliver. 


The use of the form language was observed using a times-


tamped notes, and recorded for more detailed evaluation 


afterwards. The workshops were summarised based on these 


recordings. After each phase, the participants were asked 


to reflect on their own use of the form language using the 


evaluation form containing the question: “With what purpose 


did you use the form language in this phase?”. Furthermore, the 


compositions of each phase were photographed in order to 


record the results. At a later stage, the compositions were 


recreated, photographed in a neutral setting and explained 


based on the recordings of the workshops. 


2) Contributions to the complex problem-solving process


The form language is designed to contribute to the complex 


problem-solving process. The following statement was 


formulated:
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The form language could contribute to better communication in 


(multi-disciplinary) groups during the design of a communication 


strategy for complex problems, because the form language...


...supports the mutual discussion;


...contributes to making complexity comprehensible;


...contributes to clarifying different relationships;


...contributes to making abstract ideas tangible;


...contributes to understanding changes and uncertainties.


 


These possible contributions were tested by asking the 


participants to rate the five corresponding statements on the 


evaluation form after each phase. The statements were rated 


using a five point Likert-scale from 1 (I do not agree at all) to 


5 (I totally agree).


3) Design feedback


Design feedback was gathered through the observations and 


the final evaluation form at the end of the workshop. On this 


form the following questions, regarding design feedback, 


were asked:


• Did you have a shortage of something?


• Did you miss any shape / elements?


• What did you think of the available variation in 


shapes / elements?


• Where would you like to see more / less variation?


• Do you have any final remarks or tips?


 


Section 7.1.1 and 7.1.2 explain the workshop methods in more 


detail for both the group workshops as well as the individual 


workshops with the science communication professionals. 
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The sections will explain for each workshop the participants’ 


selection criteria, the case set up, the case assignments and 


the role of the observer. 


7.1.1 Group workshops


The initial two workshops were organised for groups. The 


target group consisted of master students and graduates. 


Since the goal of the workshops was to further develop the 


design and to understand the form language, the participants 


were selected using two criteria. First, the groups consisted 


of at least one Science Communication student / graduate, 


one Industrial Design student / graduate and one Architecture 


student / graduate. This group composition was chosen to 


create a mix of different backgrounds as well as to ensure 


there was sufficient experience designing and experience 


working on a communication case. Second, the participants 


were seen as pioneers: open-minded and likely to accept the 


use of the form language.


The workshop followed the four phases of the Double 


Diamond model for design processes. Each phase lasted 30 


minutes and the participants had to use the form language 


in each phase. This resulted in a total time of 2,5 hours 


including extra time for breaks and evaluation. Figure 7.1 


shows the workshop set-up based on the Double Diamond 


model and the assignments per phase. The participants were 


asked to fill in an evaluation form after each phase. The 


colours of these forms as well as the hand-out assignments 


corresponded with the colours of Figure 7.1. The goal of 


these evaluation forms is twofold. Primarily, the goal of the 


surveys was to collect data to support the observations and 


substantiate the statements presented above. Secondary, 
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answering these questions forces the participants to think 


more deeply about the possibilities of the form language and 


this might speed up the learning process in how to work 


with the form language. The participants were asked to fill 


in a second evaluation form after the final phase, evaluating 


the use of the form language across the different phases and 


asking for design feedback. 


The participants had access to a printed case description, 


summaries of additional literature, the form language, 


post-its and markers. The image of the Double Diamond with 


the assignments per phase hung on the wall and at the start 


of each phase the assignment for that phase was handed over 


to one of the participants.


The workshops were recorded using video and audio 


and observed by two moderators using handwritten and 


timestamped notes. The role of these moderators was only 


to observe and hand out the assignments. No additional 


information was given on the case or the use of the form 


language. Each observer took separate notes. The observa-


tions were summarised by the researcher. Afterwards, this 


summary was checked by the second observer to limit the 


bias of the researcher toward the results. 


The workshop set-up and evaluation forms for the group 


workshop can be found in Appendix A and D. 


7.1.2 Workshops science communication professionals


In addition to the group workshops, four science communi-


cation professionals (from now on professionals) were asked 


to work with the form language as well. The target group was 







Figure 7.1 Workshop setup - group workshops


√ Analyse the information


√ Portray the current situation 
of the case using the Form 
Language


√ Brainstorm on possible 
scenarios/approaches to 
address the problem


√ Define two different 
approaches using the form 
language


√ Discuss what the 
critical nodes of the 


current situation are


√ Reach a joint consensus on 
the problem and express 
the problem with the help of 
the form language.


√ Create a 
communication strategy 


including possible 
interventions, 
communication goals, 
stakeholders, core message 
and global timeline using 
the form language
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professionals with significant work experience in the field of 


science communication. Two main adjustments were made to 


the workshop method in comparison with the method of the 


workshops with students due to planning restrictions of the 


participants. First, the workshops were organised individual-


ly. Second, the workshops were shortened to one hour.


The case of the individual workshops was the same as the 


group workshops. However, the assignment was adjusted 


to fit in the one-hour time limit. The group workshops had 


shown that the form language had the most interesting 


effect in the design step from problem definition to defining 


possible solutions. Therefore, the individual workshop 


focussed on the second and third phase of the design process. 


Figure 7.2 shows the workshop set up and assignments for 


the for the individual workshops with professionals. 


The participants had access to a printed case description and 


the form language. The image of the Double Diamond with 


the assignments per phase was present on the table and at 


the start of each phase, the assignment for that phase was 


verbally explained by the moderator.


Beside the goal of gaining better understanding of the use of 


the form language and collecting design feedback, the work-


shops with the professionals had two additional goals. The 


first additional goal was to see whether the use of the form 


language is accepted in the field of science communication. A 


second additional goal was to consider how much explanation 


is needed to make optimal use of the form language. These 


goals were tested through observation and a modified final 


evaluation. 







Figure 7.2 Workshop setup - professionals


√ Think about possible 
solutions using the form 
language


√ Choose a desired 
scenario and express it 
using the form 
language


√ Explore the problem 
using the form 
language
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The role of the observer was somewhat different compared 


to the group workshops. First of all, there was no second 


observer present during these workshops. However, the 


summaries of the workshops, together with the recordings 


were shared with the second observers of the group work-


shops in order to check if the observations were correct and 


to limit the bias. Because the workshops were individual, the 


participants were asked to think out loud. The observer asked 


questions or for additional explanation. Since the additional 


goal was to consider the amount of explanation needed for 


optimal use, the observer was allowed to make suggestions 


when the participants got stuck in the design process. 


The workshop set-up and evaluation forms for the individual 


workshops are added in the Appendices B and D.


7.2  Workshop results


The workshop results are presented following the three goals 


of the workshop. Section 7.2.1 discusses the use of the form 


language during the workshops. Section 7.2.12 continues 


by discussing how the form language could contribute to 


complex problem-solving processes. Finally, Section 7.2.3 


discusses the design feedback that was collected during the 


workshops.


Appendix E shows the results in full detail.   


7.2.1 Use of the form language


The following pages show the use of the form language 


during the workshops. The use of the form language per 


design phase is described for each workshop. The insights 


of observations are combined with the insights from the 
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evaluation forms that asked the participants: “For what 


purpose did you use the form language in this phase?”. This 


section concludes with a comparison of the use throughout 


all the workshops.
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Figure 7.3 Group workshop #1 - Phase 1: Discover


At the start of the first phase, the participants instinctively used 


the post-its to analyse the given information. They used various 


colours to categorise the information and organised the post-its 


on the table to group the information. One participant proposed 


after approximately fifteen minutes to start working with the 


form language. It took them another five minutes to actually start 


building. Because, at the start of the workshops, the objects were 


displayed at the middle of the table, there was no space to build 


there. One participant took the lead and started working with the 


form language in front of him / her on the table. 


The participants started with discussing and defining the various 


elements of the form language. The target group (youngsters) were 


represented by a sphere because they were perceived as “dynamic” 


and could still be easily influenced. The target group was split up in 


two: (1) boys 10-12 were indicated with the small sphere; and (2) 


boys 12-14 were represented by the bigger sphere since they are 


more rigid. The reference objects (used to represent the stakehold-


ers) were combined with post-its in this phase to define them. The 


strict definitions are indicated in dark grey.


The final composition, as shown in this figure, was a representation 


of the current situation. It symbolised a “fortress” with the target 


groups inside. The types of boundaries indicated the accessibility 


of the target group for the stakeholders standing outside the fort: 


closed boundaries indicated that the target group is difficult to 


reach, semi-transparent boundaries symbolised one-sided commu-


nication, and the mesh symbolised two-sided communication. The 


distance between the stakeholders and the target group showed the 


level of influence a respective stakeholder has on the target group. 
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The (relative) size of the objects seemed to indicate the actual size 


of the organisation, however, this was not made explicit by the 


participants. The size of the target group indicated the rigidness of 


the group. 


The form language is mainly used to communicate the end result 


of the first phase. Dimensions that were used are: shape, distance, 


size (although not clearly defined) and materiality. The participants 


noted in the evaluation that they used the form language to 


“visualise” and “structure” the problem in multiple dimensions 


(“accessibility”, “influence”, “size” and “flexibility”). One participant 


mentioned that they had used the form language to “shape the 


complexity of the problem, the diversity of the stakeholders and 


their possible influence on the target group”.


Figure 7.4 Group workshop #1 - Phase 2:  Define


At the start of the second phase, the group immediately fell back 


on the use of post-its. They used the post-its to brainstorm about 


the critical nodes of the problem. The form language was used 


to visualise and organise the information after fifteen to twenty 


minutes. 


The previous composition was dismantled and a new composition 


was created. The new composition showed great similarities with 


the one of Phase 1. The walls were lowered and the fortress gained 


one open side. It seemed that the lowering of the walls represented 


a more desired situation. It was interpreted by the observer that the 
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opening at one side was probably there, because it was not possible 


to make a perpendicular connection between one structural element 


and a plane or another structural element. The new composition 


made the problem clearer for the participants. The discussion of the 


participants in this phase, was more about the composition itself 


and less about the meaning of individual forms. Furthermore, the 


post-its disappeared from the final composition. 


The final composition showed an altered “fortress” with on the one 


side the stakeholders (for instance, municipality and education) and 


on the other side the negative factors that influenced the choices of 


the target groups. The stakeholders were defined less explicit than 


in Phase 1. Three small spheres now represented the target groups. 


The rhythm of the three spheres indicated the process the youngsters 


had to go through when they went astray. The relative size of the 


reference objects indicates the amount of influence the stakeholders 


could have on the target group. Note that this definition changed 


in this phase. In Phase 1, the level of influence was indicated by the 


distance of the stakeholder to the target group. Distance in phase 


2 had another meaning: it represented the metaphorical ‘distance’ 


between the stakeholders and the target groups. The possible 


influence of the stakeholder is indicated in this phase by a combina-


tion of two dimensions: distance and size.


The participants still needed a lot of words to discuss the situation. 


The meaning of forms and dimensions were constantly debated by 


the group. The physical presence of the form language, however, 


seemed to make this discussion more concrete. Intuitively, the 


participants start with the post-its. However, the role of the post-its 


changed in comparison to Phase 1: they are merely used to generate 


ideas in this phase. The ordering of these ideas was done with 


the use of the form language. Furthermore, the post-its were no 
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longer used to distinguish the different stakeholders in the final 


composition; the definitions of these forms seem to be more fluid 


and abstract than in the previous phase. Dimensions that were used 


are shape, distance and size (combined), rhythm and materiality. 


The goal of this phase for the form language’s use did not change 


compared the previous phase. However, its role in the process of 


defining the problem seemed to have changed. 


Figure 7.5 Group workshop #1 - Phase 3: Develop


Phase 3 started different compared to the previous phases. The dis-


cussion immediately started with the use of the form language. The 


role of the post-its changed from being a means for the generation 


of new ideas and organising information to a work of reference. 


The composition from the previous phase was used as a starting 


point for the discussion. Possible solutions to the problem were 


discussed by referring to the different forms, moving them and 


changing them. Possible changes that were mentioned were: to 


move the reference objects (changing the distance); to let the 


reference objects grow or shrink; or to change (the character of) the 


boundaries. The discussions seemed very clear at first. However, 


there was some confusion about the meaning of certain elements 


toward the end of the phase. The meaning of the different forms was 


redefined in consultation. They still needed a lot of words to explain 


the composition. However, the composition itself functioned as a 
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means for the discussion instead of as an end.


Some things have been altered in the final composition in compar-


ison to the composition of the problem definition in Phase 2. The 


proposed solution combined two scenarios. First, the boundaries 


toward the organisation had been partially removed. This meant 


that there should be more sight on the target group from the point of 


the organisations. Furthermore, the objects that represented these 


organisations had grown. Additionally, the position of the target 


groups changed. The combination of these two aspects meant that 


the organisations would have more influence on the target groups 


in the solution state. This scenario approached the youngsters as a 


group and focussed on the positive choices the organisations offered 


the target group. 


Second, the participants added smaller forms that represented 


a positive alternative choice for the target group in addition to 


the existing bigger negative factors. This was done in order to 


provide another solution making the choice between good and bad 


more apparent. The youngsters in this scenario are to be targeted 


individually by means of role models or confidants.


There was clearly a tipping point in the use of the form language: 


the form language functioned immediately as a starting point for 


the discussion and for generating new ideas. The form language 


showed what can or must be changed to achieve the desirable 


situation. Moreover, the participants altered the composition on the 


spot and there was little confusion about the possible interventions. 


Furthermore, it was suggested from observation as well as from the 


evaluation form that the form language could function as a means 


for reflection during the design process, because it makes the range 


of possible solutions to the problem comprehensible. 
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Figure 7.6 Group workshop #1 - Phase 4: Deliver


At the beginning of this final phase, the participants discussed the 


interpretation of the assignment. They used the post-its to reflect on 


the aspects that were defined at the beginning of the process. 


The participants discussed what steps they had to take to get from 


the initial situation (Phase 2) to the final, desired, composition 


(Phase 3). They start to create a new composition to visualise these 


steps. More people participated in the construction of the new 


composition during this phase.  


The final composition was a timeline that visualised the strategy in 


four steps. The composition represented a timeline and on this line 


the stakeholders, still represented by the reference objects, changed 


in number and size. This illustrated the changing influence of the 


stakeholder in each phase of the strategy. The positioning and the 


amount of the types of stakeholders changed as well. The shapes 


of the objects kept their meaning. The goal of the strategy was to 


let small, positive alternatives grow, in other words:  being more 


visible and having more influence on the target group (relative to 


the negative options that are still there but not represented in the 


timeline). Role models or confidants were used to create a mutual 


group feeling that resembled the group feeling of a “gang”,  but with 


positive alternatives (e.g., play football instead of pickpocketing). 


The proximities and sizes of the forms showed the formations of 


the groups throughout the different steps of the strategy. The young 


people themselves could take the role of confidant at latter stages in 


the process. The boundaries between the different phases got more 


and more transparent as their position on the timeline progressed. 


The transparencies of the boundaries refer to the feeling of openness 


in the target group’s environment. In the end, there was a discussion 
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about the concrete implementation of the strategy, since this was 


not immediately clear in the composition of the form language.    


The use of the form language was different in this phase compared 


to the use in previous phases. The language was used to visualise the 


change of the situation over time. The dimension rhythm was used 


to express a timeline. 
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Figure 7.7 Group workshop #2 - Phase 1: Discover


The participants immediately started working with the form 


language after reading the assignment. An initial question was if 


they could write on the white reference objects. Since the previous 


group had asked for labels to name the object, this was allowed to 


see what the difference in use would be. The marked objects are 


indicated with dark grey in the following figures. 


 The participants started by only writing the different stakeholders 


on the reference objects. The different forms were interpreted quite 


literal. For instance, they used the spheres as ‘role models’ because 


they can ‘role’; and the large pyramid was later used as ‘Maslow 


pyramid’3 . Post-its on the different sides of the ‘Maslow pyramid’ 


3 The ‘Maslow hierarchy of needs’ represents five levels of human needs in 


hierarchical levels in the form of a pyramid. At the bottom of the pyramid are 


the basic human needs that we need for survival. On the top stand the needs 


for self-fulfilment. Read more on: https://www.simplypsychology.org/maslow.


html


contained possible life goals for the target groups (boys 10-12, boys 


12-14, adolescents). The different forms and sizes of the reference 


objects were only used to distinguish between the stakeholders but 


held no other meaning. Afterwards, they organised the stakeholders 


on the table. Post-its were used to mark different environments, for 


instance ‘home’, and to write down additional information that did 


not (yet) had a place in the composition. 


The final composition showed the stakeholders and their mutual 


relations. The linear objects symbolised the different paths in life. An 


elevation was built in the middle to support the ‘Maslow pyramid’. 


Two smaller pyramids symbolised two possible future scenarios on 


the two different paths: (1) a criminal lifestyle; and (2) something 


else. The second option was marked with a question mark because it 


was not clear what the end goal was for this option. 
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The form language was used to a limited extent in this phase. The 


dimensions of the forms and size were only used to distinguish 


between the different stakeholders. The evaluation forms also 


showed that they had only used the form language to categorise 


information and show mutual relations.


Figure 7.8 Group workshop #2 - Phase 2: Define


At the beginning of this phase, the problem was immediately 


identified using the form language. 


The group decided to start over and built a new composition. The 


forms kept their meaning, since the names of the stakeholders were 


written on the reference objects. More stakeholders were defined 


and added to the composition. They introduced smaller pyramids 


to symbolised sub-goals or -needs in life (pieces of the ‘Maslow 


pyramid’). The different forms now seemed to represent different 


categories of information: pyramids define goals or needs; the 


cubes represented the target groups and other stakeholders, and the 


spheres acted as role models. The linear objects still symbolised the 


different paths in life. Two boundaries were added just before the 


end goals of each path. The transparencies of the boundaries only 


had a visual meaning.


The final composition symbolised two possible paths in life: one 


good and one bad. The length of the good path symbolised the ‘long 
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road’ ahead, while the end goal of the bad path is nearby. Moreover, 


the bad path showed sub-goals that could be easily reached along 


the road. On the good path, the targets were less visible, because 


they were behind the semi-transparent border. The main target 


group, boys 10-12, stood on the offspring of these two paths with a 


difficult choice ahead. 


The group still did not make full use of the dimensions of the form 


language during the second phase. They mainly used reference 


objects to represent the stakeholders and goals. The composition 


remained rather symbolic. On the evaluation forms, the participants 


filled in that they used the form language to “visualise the problem” 


and to show the mutual relations and the distance between the 


stakeholders.


Figure 7.9 Group workshop #2 - Phase 3: Develop


Figure 7.10 Group workshop #2 - Phase 3: Develop (2) [page 127]


The group started this phase by pointing out possible solutions to the 


problem with the use of the form language. 


The group initially thought of two possible solutions: (1) making the 


objectives of the good path more visible by placing them in front 


of the visual barrier; and (2) shielding off the bad path by adding a 


barrier. The two solutions were illustrated using the form language. 


Therefore, it immediately became clear that blocking the criminal 







Criminal scene Target group
Boys 12-14


Adolescent


Target group
Boys 10-12


Brothers


Mothers


Experience experts


AliB


Role models


Role models


Police‘Rapper Boef’


Badr Hari


Home


Gym /
rap scene


?


“Saints”


Young
criminals


Maslow pyramid







Group workshop #2


 7. Workshops 128


path would not work. The group used post-its to organise their 


thoughts and brainstorm for new possible scenarios. They discussed 


the scenarios with the use of the form language, by moving the 


objects of discussion. The group finished this phase before the time 


ran out.


The group ended with two possible scenarios. The first scenario 


empathised the objectives at the end of the good path in two 


ways: (1) making them more visible by placing them in front of the 


barrier and raising the objectives behind the barrier so that they 


transcended the visual boundary; and (2) by making them larger, 


which meant that they are better rewarded. The second scenario 


focussed on adding more positive role models to the composition. 


The situation of the bad path stayed the same in both scenarios.


The discussion in this phase was clearly supported by the form lan-


guage. The previous composition was used as a starting point and a 


source of inspiration for generating ideas for possible solutions. They 


mainly used the symbolic meaning of the form language; the visual 


barriers were the only exception. The step from problem definition 


to possible solutions was clear because it was possible to adjust the 


composition.
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Figure 7.11 Group workshop #2 - Phase 4: Deliver


The form language remained unused for a while at the start of 


this phase. A strategy was sketched with pen and paper first. This 


strategy was then visualised with the use of the form language. 


The use of the form language had a more playful character during 


this phase. Almost everyone participated in building a new compo-


sition. The previous composition was demolished to make room for 


a new composition in the form of a timeline. Post-its were used to 


write down concrete ideas for interventions. The ‘Maslow pyramid’ 


served as a source of inspiration for defining the sub-targets.


The final composition was a further description of the long road 


ahead to the “good side”. The path began with the boys of 10-12 


years old. The path formed a spiral upwards. The upward movement 


was used to indicate the effort one has to take to walk this good 


path. The bad path was split at the first level and was a lot shorter 


and easier to walk. “Breadcrumbs” in the form of sub-goals were 


placed along the good path to support the good choice. Stakeholders 


and role models were situated along the path to the help making the 


right decisions. The boundaries that were added seemed to be placed 


for “fun” rather than to be meaningful. Post-its with concrete ideas 


for possible interventions were added along the path.


The form language was used during this phase to show the strategy 


in a timeline. The dimension of height was added to symbolise 


the effort the target group had to do to walk the right path. The 


different dimensions of the form language were still little used and 


its use remained rather symbolic. The participants explained in the 


evaluation forms they used the form language to “symbolise the 


communication strategy”. 
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Figure 7.12 Workshop professional #1 - Phase 2: Define


The participant started to play with the form language to discover 


the possibilities. The participant immediately indicated that the 


large objects did not appeal to him / her, because they were too big 


for the target group. Size was considered very important in the case, 


since it had to fit the scale of the children. This was similar for the 


materialisation of the planes: they had to be soft, not hard. 


The final composition was a conceptual design of an actual 


playground for the children who should be able to play in a safe 


environment. It had to be a playful composition with small objects 


that fit the scale of the children. Furthermore, the boundaries had 


to be soft and transparent. The final composition already portrayed 


a possible solution: a playful space between the rigid boundaries of 


Charlois. The participant thought the problem was that these types 


of in-between spaces where children can play in a safe environment 


miss in the design of the public space. The stakeholders were not 


part of the composition. 


The form language was used in this phase as a tool to design an 


actual public space for the target group. Materiality and size were 


considered to be very important in this composition. However, 


scale was determined not by a point of reference (in the form of a 


stakeholder for example) but by referring to some of the objects as 


things we know, for instance: the small spheres were referred to as 


“spring riders”.
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Figure 7.13 Workshop professional #1 - Phase 3: Develop 


Because the participant had not really explored the problem 


in the previous phase, the participant was asked to elaborate 


a bit more on the problem definition. 


The participant worked a lot with her / his hands. However, 


the participant continued using words instead of the form 


language to describe the problem. The observer asked some 


questions to help the participant along. Example of such 


questions are: “Can you express that with the use of the form 


language?” or “Can you maybe add the stakeholders to the 


composition?”. Furthermore, the observer helped by sug-


gesting ways to combine certain elements, since this was not 


completely clear for the participant. The participant indicated 


that he / she had a problem with the angularity of the form 


language. The case asked for more rounded forms and softer 


materials. Despite that, the participants elaborated a bit more 


on the current situation. 


The final composition showed a flat. The distance and the 


characteristics of the rigid borders indicated the actual 


distance and lack of social control from ‘inside’ to ‘outside’ 


and vice versa. The family members (mother, father and 


possible siblings) of the target group were situated inside. A 


semi-transparent plane with a pyramid on top suggested that 


there is a lot we do not know about the home environment of 


the target group. The problem is the lack of social control on 


the public space. 


The form language was again used to portray an actual 


physical environment in an abstract fashion. 
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Figure 7.14 Workshop professional #1 - Phase 3: Develop (2)


Because the second composition represented the actual problem in 


the current situation, the participant was asked to show how this 


composition could be modified to reach a possible solution to the 


problem.


The rigid borders were broken down. Different levels and playful 


elements (such as a slide) were added to reduce the distance 


between inside and outside. The participant did not require any help 


in this phase.


The final composition presented a concept for the design of a new 


type of flat. The new design tore down the boundaries and this 


resulted in a more fluid transition from inside to outside. Therefore, 


there is more social control on the street and this might help to 


reduce the growth of juvenile delinquency in the neighbourhood.  


Similar to the first phase, the form language was used by the 


participant to design a desirable physical surrounding for the target 


group. 
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Figure 7.15 Workshop professional #2 - Phase 2: Define


Figure 7.16 Workshop professional #2 - Phase 2: Define (2) [page 139]


 The participant indicated that, usually, he / she would collect more 


information about the case. However, there was no extra informa-


tion available in this workshop. As soon as the participant started to 


work with the form language, he / she stood up.  


The participant started by playing with the different elements and 


see how they could be combined. He / she immediately thought 


about a structure that is mostly closed off to symbolise the lack 


of knowledge on the subject. Ideally, the participant would have 


liked to show this with the large (and heavy) structural elements. 


However, the participant missed the ability to make a perpendicular 


connection between these structural elements. Therefore, the linear 


elements were used in combination with the wooden planes. 


The final composition was a black box that symbolised the lack of 


information on the case. The target group was placed inside the 


structure. Boys of age 10-12 were indicated by a sphere since they 


are more innocent and easier to influence. Boys of age 12-14, were 


represented with a cube because they are more rigid. Finally, the 


family members were represented by the pyramid. They all had the 


same size because (for now) it was assumed that they have the same 


role in the case. The closed composition showed that the available 


information about the situation and the target groups was limited. 


Two more transparent sides symbolised the common knowledge 


on the subject as well as the biases of the participant that he / she 


should be aware of during the process. A heavy element was added 


on top of the structure to symbolise the lack of knowledge on the 


subject that weighs heavily on the participant.
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The form language was used to map the amount of available and 


unavailable information on the case from the perspective of the 


participant. The used dimensions were: transparency, proportions 


and size. The participant indicated in the evaluation form that 


he / she used the form language to make clear how the assignment 


was interpreted in the first instance. 
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Figure 7.17 Workshop professional #2 - Phase 3: Develop


After the assignment was explained, the participant immediately 


broke down the previous composition. The participant explained 


that two separate situations came to mind. The elements kept their 


initial meaning. However, the participant indicated that he / she 


would preferred an intermediate size for the target groups.


The black box of Phase 2 was split into two separate compositions. 


The first situation (right in figure) represented the environment of a 


primary school. The second situation (left in the figure) represented 


a secondary school environment. The two pyramids symbolised pos-


sible interventions in the form of role models who visited the classes. 


Their size indicated the possible influence on the target group. The 


role models in the primary school situation probably originate from 


within family networks, therefore this pyramid was smaller. When 


the participant looked back at the structures, he / she argued that 


the compositions had the same form because the strategies have to 


complement each other. Furthermore, the boundaries became more 


transparent because, by now, there is probably more information on 


the case available. The two openings at the bottom of the composi-


tion held no meaning: the participant did not have any transparent 


planes left to finish the composition. 


The form language was used to communicate a possible interven-


tion for the case. At the same time, the boundaries still symbolised 


the (possible) amount of available information from the perspective 


of the participant. The participant used the form language in an 


instinctive way. He / she builds what first came to mind and choices 


made during the process were very intuitive. When the participant 


was asked to explain why he / she made specific choices, the 


reasoning helped to define the problem even better. 
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Figure 7.18 Workshop professional #3 - Phase 2: Define


The participant started to discuss the case and used the form 


language to express it. 


The final composition was a rather simple representation of the 


case. The “structural elements” represented the target groups: boys 


of age 10-12, boys of age 12-14, mothers and brothers. This was 


done because these were the (literally) structural elements in the 


case. A thick wall separated the mothers from the children, because 


they do not always have a clear view of the situation. The target 


groups were elevated to make space for a “slippery slope” that 


leads to criminality. The criminal scene was represented by another 


structural element that could be an older brother. The pyramids on 


the slope were the “points of no return”. The choice for the form was 


rather practical: “they can stand on the slope without falling off”.


The different elements of the form language were used very 


structural to analyse the given information. The types of elements 


(“structural elements” and “reference objects”) were used to 


analyse the case by asking: “What are the structural elements in the 


case?” And “What are the points of reference in the case?”
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Figure 7.19 Workshop professional #3 - Phase 3: Develop


The participant started this phase by asking a lot of questions. In 


contrast with the previous phase, the form language was not used 


from the beginning. The participant created a completely new 


composition. The linear elements, however, retained their meaning. 


The participant asked him- / herself questions during the process to 


further explore a possible solution. Little by little, the composition 


developed into its final state. 


The final composition showed the path from the target group 


toward the goals of the communication strategy, represented by 


the larger cubes on the right. The distance between the goals and 


the target groups was big, because they were difficult to reach by 


means of communication. The path splits in two. The route toward 


the criminal scene was blocked in the strategy by a wall. In a second 


iteration, shown in Figure 7.20, the wall was replaced by a more 


transparent boundary.  Stakeholders, along the path, would act as 


“influencers” or “role models”. These stakeholders were part of the 


proposed strategy. 


The form language was used in this phase as a tool to analyse the 


case, as well as a means to communicate about the case. However, 


not all possible dimensions of the form language were used and the 


case was presented rather simple. 
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Figure 7.20 Workshop professional #3 - Phase 3: Develop (2)
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Figure 7.21 Workshop professional #4 - Phase 2: Define


The start of this workshop was quite difficult. The participant said 


that, normally, he / she would send an assignment like this back to 


the client because it was unclear. The participant believed that it is 


not possible to make a communication plan based on this case. After 


some consultation, we came to the agreement that, for this work-


shop, we would pretend that the participant was a communication 


advisor, who was helping the client to make an overall (policy) 


strategy for the proposed problem.


The participant started to visualise the current situation by con-


stantly looking at the case description asking him- / herself: “What 


else can I visualise?”. The participant indicated that, by mapping the 


available information with the use of the form language, one can 


immediately see the different aspects of the case that he / she could 


focus on. Intuitively, the participant wanted to focus on the children. 


But because all the stakeholders and aspects of the case were made 


tangible, it became clear that he / she could also focus on other 


influencers.  


The final composition showed a simplified map of Rotterdam. The 


planes, that lied flat on the table, indicated Charlois and other 


surrounding neighbourhoods. The big pyramid represented the 


police and the same sized sphere represented ‘criminality’. The 


smaller pyramids and spheres had the same meaning, however 


on a smaller and more local scale. The smallest pyramids had a 


different meaning and represented the target groups (boys 10-12 


and boys 12-14). The cubes had no clear definition. The structure at 


the bottom right symbolised a gym or martial arts school. The walls 


were closed to indicate that there is no control over it, nor is there a 


view of what is happening inside. 
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Figure 7.22 Workshop professional #4 - Phase 3: Develop


It seemed like the participant started over with a new composition 


in this phase. However, the previous composition was not demol-


ished and the table filled up quickly.


Two new structures were built on top of the previous ‘neighbour-


hoods’. It seemed that this caused the planes to lose their initial 


meaning. One of the new structures was an after-school care where 


children from primary school could stay to do activities under 


professional supervision. The walls became more transparent, 


indicating that there was more control. A similar structure was built 


for secondary school students. This space represented the same 


‘gym’ as before, however, this new environment was slightly more 


transparent and professional supervision had also been added here. 


The participant got stuck again on the fact that the problem is “not 


a communication problem”. The observer tried to help along, but the 


problem remained unsolved  and the composition unfinished. 
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7.2.2 Contributions to the complex problem-solving process


This section describes the results of the workshops concern-


ing the contributions of the form language to the complex 


problem-solving process. As described in Section 7.1, five 


statements were examined during the workshops. After each 


phase of the design process, the participants indicated (1, do 


not agree at all to 5, totally agree) on the evaluation form to 


what extent they agreed with the following statements:


1) The form language supports the mutual discussion


2) The form language contributes to making complexity 


comprehensible


3) The form language contributes to clarifying different 


relationships


4) The form language contributes to making abstract ideas 


tangible


5) The form language contributes to understanding changes and 


uncertainties


 


The results of the evaluation forms are summarised per 


statement below. Table 7.1 shows the results of the scores for 


the statements.  


The chapter concludes with the participants’ answers to 


the question: “During which phase was the form language most 


useful?”. 
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The form language supports the mutual 
discussion


4,13 4,38 4,3 NR 4,00 3,50 4,00 3,8


The form language contributes to making 
complexity comprehensible


3,75 8,83 3,8 3,50 4,00 3,50 3,50 3,6


The form language contributes to clarifying 
different relationships


4,.00 3,75 3,9 4,00 4,00 3,00 3,00 3,5


The form language contributes to making 
abstract ideas tangible


3,85 4,29 4,1 4,00 4,00 4,50 3,50 4,0


The form language contributes to 
understanding changes and uncertainties


3,25 3,17 3,2 3,50 3,50 1,00 2,00 2,5


Table 7.1 Average scores statements workshops
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1) The form language supports the mutual discussion 


Group workshops: 4,3 / 5 


Professionals: 3,8 / 5


This statement was less relevant for the individual workshops 


with the professionals. The professional noted that the form 


language was useful to structure their own thoughts and to 


communicate this to the observer.


Most participants of the group workshops agreed with this 


statement. Only in the final phase did the participants not all 


agree; for some, the form language led to some confusion in 


this phase. 


The form language supported the discussion mainly, because 


one could literally indicate what one was talking about. 


This was already visible in the first phase. However, one 


participant indicated that other means such as “an empty 


canvas” might have worked here as well. Furthermore, the 


participants of the group workshops had to discuss and 


agree upon the interpretations of the different forms and 


dimensions at the start of the process (for the professionals, 


this was less the issue because they were alone). Differences 


in interpretation could arise along the way when agreements 


were not reached beforehand. On the other hand, differences 


in interpretation may become apparent more quickly, because 


of the use of the form language.  Continuous back and forth 


between object and meaning (assigned through spoken 


language) makes this possible. This was particularly evident 


in the transition from problem definition to developing 


possible solutions (Phase 2 to Phase 3), because the partic-


ipants can literally modify the problem state. This makes 
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discussion on possible solutions very tangible, although on 


an abstract level. Dimensions as ‘scale’ - something that 


could be extremely difficult to discuss through other means 


of communication at this level of abstraction - immediately 


become clear for everyone.


2) The form language contributes to making complexity 


comprehensible 


Group workshops: 3,8 / 5 


Professionals: 3,6 / 5


The Professionals, as well as the participants of the group 


workshops, moderately agreed with the statement. In the 


group workshops, however, the opinion of the participants 


differed. Some participants thought that the use of the 


form language simplified the problem too much. However, 


the participants who found this to be the case, still rated 


the statement in a very diverse way (some agreed with the 


stamen, others did not agree). On the contrary, other partici-


pants felt that the choice in variety and type of objects made 


the problem even more complex. However, they agreed that 


the amount of variation might be necessary to deal with the 


complexity of the problem without taming it. 


A critical node given by the participants was that the dynam-


ic aspect of these types of problems often is the driving force 


behind the complexity. This was visible especially in Phase 4 


of the group workshops. This statement had the lowest score 


(3,3 / 5) in this phase. One participant noted that this dynamic 


aspect is not (yet) present in the form language: although 


the composition can be changed, once placed the objects are 


static; there might be a better way to indicate ‘time’.
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3) The form language contributes to clarifying different 


relationships 


Group workshops: 3,9 / 5 


Professionals: 3,5 / 5


The contribution of the form language to explain mutual 


relations in the case is best seen in group workshop #1. This 


statement scored the overall highest (4 / 5) for this group. The 


participants used different types of boundaries, distance and 


size during this workshop to indicate the different relation-


ships between the stakeholders. Professionals #1 and #2 also 


rated this statement a 4 / 5. However, Professional #1 noted 


that this was not the mutual relation between the stake-


holders, but between the physical objects in public space. 


Professional #2 elaborated that the composition explained 


the relationship between what is known (outside the box) and 


what is unknown (inside the box).


The second group pointed out that they missed the possibility 


to make physical connections between the reference objects 


(e.g., a skewer, wire or a whiteboard table). Now they used 


linear objects to symbolise the relations among stakeholders. 


Observation showed that in group workshop #2, the relation-


ships were mainly verbally expressed.


4) The form language contributes to making abstract ideas 


tangible 


Group workshops: 4,1 / 5 


Professionals: 4 /  5


On average, the participants agreed with this statement, 


but opinions were mixed. Some participants felt that the 
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discussion remained (too) abstract due to the form language. 


However, this was seen as both a positive and negative effect. 


The participants agreed with this statement especially in the 


third and fourth phases. The added value of the form lan-


guage in these phases was also evident in the observations. 


The form language created a proposed solution, that seems 


abstract, tangible - and thus open to discussion - because 


you can point at it in the composition and even change the 


composition if you wish. Furthermore, as was shown in the 


workshop with professional #1 and group workshop #2, one 


immediately gains feedback from the proposed solution 


by altering the composition. For example, “blocking the 


criminal path” in group workshop #2 was immediately 


dismissed, because they saw that - after placing an object in 


the composition to block this path - it would have made the 


choice even more interesting for the target group.


Some participants pointed out in Phase 4 that, the form 


language probably acts as a limiting factor at this point in the 


design process of a strategy, because the discussion remained 


too abstract.   


5) The form language contributes to understanding changes 


and uncertainties


Group workshops: 3,2 / 5 


Professionals: 2,5 / 5


This statement has the lowest rating. Some participants 


pointed out that the form language did contribute to 


understanding changes up to a certain point. However, it 


was not recognised that uncertainties were represented by 
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the form language. Observation made clear as well that the 


form language contributed to making changes tangible. The 


four-dimensionality of the form language was most relevant 


in the third and fourth phase. The altering of the composition 


in Phase 3 made it clear what is needed to go from the 


current situation (problem statement defined in Phase 2) to 


the ideal situation (defined in Phase 3).


Moreover, the transition from current to an ideal situation 


was made even more clear in Phase 4 when the form 


language was used to create a timeline for the strategy. In 


this phase, the statement scored the highest (3,75 / 5). One 


participant pointed out that, although the composition can 


be changed by hand, once the objects are placed on the table, 


they become static. The time aspect of the strategy was 


expressed by the use of ‘rhythm’ In group workshop #1.


Finally, the spheres were interpreted as dynamic objects in 


three workshops. The sphere symbolised the manipulability 


of the (younger) target group in Group workshop #1 and for 


Professional #2. The dynamic aspect was translated rather 


literally in “role models” in group workshop #2.


7.2.3 Usefulness per phase


Table 7.2 shows how the participants of the group workshops 


scored the use form language per phase. The participants 


were asked to distribute 20 points along the four phases, 


rating them from most useful to less useful. For both 


workshops, the participants rated the phases from most 


useful to less useful: 1, 2, 3, 4. This confirms the idea that the 


form language can be useful, especially in the early stages of 


a design process. 







 7. Workshops 160


However, there were big differences in how the participants 


rated each phase. These totals, therefore, might give a bad 


impression. Observations suggested that the form language 


was most useful in the design step from problem definition to 


solution development (i.e., in the transition between Phase 3 


and Phase 4). 


Finally, the reactions on the functionality varied the most in 


the last phase. Some participants rated the functionality of 


the form language neutrally, while others only awarded a few 


points to Phase 4. 


7.2.4 Design feedback


The third goal of the workshops was to gather design 


feedback in order to further develop the design of the form 


language. Most of the design feedback was derived from the 


Total score


Phase 1 - Discover 76


Phase 2 - Define 65


Phase 3 - Develop 55


Phase 4 - Deliver 42


Table 7.2 Usefulness form language per phase


Phase 1 -Discover


Phase 2 - Define


Phase 3 - Develop


Phase 4 - Deliver


Total score
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group workshops. The science communication professionals 


had less feedback on the design. The design feedback from 


the evaluation forms is presented first. Furthermore, some 


observations are mentioned regarding the design. Design 


feedback was asked on the number of forms, the type of 


forms available and the amount of variation in the final 


evaluation of the group workshops. 


Number of forms


It was asked if the participants had enough of each form. All 


participants indicated that they had enough of every element. 


Observations made it clear that it might be convenient to 


have more semi-transparent planes.


Type of forms


It was asked if the participants had missed any forms or 


elements. The first group would have liked to have something 


to label or name the reference objects. In the second group 


workshop, the participants were allowed the write on the 


reference objects. However, one participant of group work-


shop #2 said that it would have been better if they could alter 


the names they gave the objects along the way. 


The second group indicated that they missed something to 


make physical connections between reference objects (e.g., 


skewers or wire). The first group also would have liked to 


have something to indicate mutual relations, however, less 


permanently. They suggested an underground on which they 


could draw. Something similar was suggested during the 


second group workshop.
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Variation


Table 7.3 shows the responses from the group workshop on 


the question: “Where would you like to see more / less variation?”.


Almost all participants of the group workshops said they 


would like to see more variation in colour. They indicated 


that adding more variation in colour could increase the 


possibilities to structure information.


Five participants of the group workshops wanted to have 


more variation in form, mainly in the reference objects. 


Furthermore, Professional #1 suggested more fluid forms, for 


example, clay. This was also suggested by one other partici-


pant from group workshop #2.


Four participants indicated that they wanted more vari-


ation in transparency. Observations made clear that fully 


transparent planes might be an addition to the set. 


Three people from the group workshops said that they 


wanted less variation in measures. This design feedback 


was also derived from the observations. The current set 


contains a lot of elements. This results in a full table and 


lots of choices. A paradox came forth from the participants’ 


reactions. On the one hand, a large variety of measures 


can overwhelm, especially in the beginning. On the other 
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hand, later in the process, the varieties in choice may come 


in handy to express complex situations. Another paradox 


emerged from the feedback from the Professionals. On the 


one hand, most professionals suggested that they would have 


wanted more graduate transitions in size. On the other hand, 


the large differences ask for strong choices and result in more 


contrast in the composition.


Finally, four participants of the second group workshops 


indicated that weight had no influence on the perception of 


the form language, because once the composition is built, 


‘heaviness’ is no longer expressed through actual weight.


Other


Some additional design feedback had emerged from the 


observations. These comments are mainly practical:


1) The semi-transparent planes are not consistent in thickness, 


because of the way they are produced. Therefore, they do not 


connect well with the structural elements. This resulted 


in unstable constructions and is not user-friendly.


2) The measures of the meshed planes (cardboard sides included) 


do not align the measures of the wooden and semi-transparent 


planes. Therefore, it is not possible to make symmetrical 


compositions when these planes are included. 


3) A perpendicular connection possibility between the non-linear 


structural elements is missing. Therefore, it is not possible to 


make perpendicular connections between two structural 


“walls” or a structural wall and a plane. This was 


mentioned during several workshops and was the main 


reason why these elements were little used.


4) The biggest reference objects are too big. This is not conven-


ient and therefore, they are used less  
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7.2.5 Application in practice


The Professionals were asked to answer an additional 


question to investigate the possible use of the form language 


in practice. They were asked whether they saw an application 


for the use of the form language in their own work. 


Most Professionals could think of at least one possible use of 


the form language in their daily work. Examples that were 


given were: to create a creative environment in brainstorms 


or during a meeting with a client, to visualise mutual 


relations in an organisational structure, or to apply it in a 


case they are more familiar with. Professional #2 did not see 


an application in her / his daily activities but could imagine 


that it would work great in a multi-disciplinary team. 
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TO SUMMARISE…


This Chapter described the methods and results of two group 


workshops and four workshop with science communication 


professionals according to three pillars: (1) the use of the 


form language, (2) the contributions of the form language to 


complex problem-solving processes and (3) feedback on the 


design of the form language.


The goal of these workshops was to better understand how 


the form language could be used in a complex problem-solv-


ing context in order to further develop the form language. 


Through four phases of a design process (discover, define, 


develop and deliver, the participants designed a strategy to 


help decrease juvenile delinquency in Rotterdam. The form 


language was used in different ways across the phases of the 


design process. Insights on the use of the form language were 


collected through observation. Furthermore, after each phase 


the participants filled in an evaluation form in order to find 


out how the form language could contribute to the challenges 


faced in complex problem-solving processes. The participants 


rated fie statements using a five point Likert-scale (1, I totally 


disagree to 5, I totally agree). In the end of the workshop the 


participants filled in a final evaluation concerning feedback 


on the design of the form language.


In the next chapter, the results of the workshops are inter-


preted and reflected upon using the theoretical framework 


sketched in Chapters 3 and 4.
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Chapter 7 presented the workshop method and results. The 


form language was tested during a set of workshops in which 


a complex problem was approached through design thinking. 


The goal was to understand the use of form language and 


further develop the design. 


The workshop results are explained and reflected upon in 


this chapter by using the theoretical framework discussed 


in Chapters 3 and 4. This synthesis follows the three main 


pillars of the workshops. Section 8.1 starts by analysing the 


use of the form language. Section 8.2 continues by analysing 


the contributions of the form language to the challenges 


faced in complex problem-solving processes. Section 8.3 


concludes by reflecting on the design of the form language 


and discussing possible alterations to the design.


8.1  Use form language in complex problem-


solving processes


This section discusses the results of the workshops 


concerning the use of the form language. It is important to 


note that there is no wrong way of using the form language. 


A language is fluid and develops over time: new words and 


meanings arise, while others might extinct. 


First, Section 8.1.1 discusses the different ways the form 


language was used in the workshops. Second, Section 8.1.2 


discussed the different ways in which the participants 


assigned meaning to the form language. Finally, Section 


8.1.3 describes the learning process of using the language as 


seen in the workshops and suggests how this process can be 


improved.







 8. Synthesis 170


8.1.1 Ways of using the form language


The workshops showed different ways of using the form 


language. First it is explained how the form language was 


used simultaneously as both a means for communication as 


well as a tool for analysing information. Next, this section 


briefly discusses a completely different use of the form 


language that derived from the workshops.


 


Language <-> Tool


The workshops provide insight in the different ways to use 


the form language. In general, it seems that all these uses 


can be described on a scale from ‘tool’ to ‘language’ (in 


Dutch: ‘van tool tot taal’). These different ways of using the 


form language are shown in Figure 8.1.


Language
The form language is 


used as means for 
communication


Tool
The form language is 


used as a tool to analyse 
and organise information.


Use 
form language


Tool Language


Figure 8.1 Use form language on a scale from language to tool
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A first use of the form language is as a language: the forms 


and their compositions act like a vehicle to transport mean-


ing. The forms and their composition act similar to letters 


that form words, sentences and stories that, together, convey 


meaning. The perspective of the use varies just as with 


common means for communication. The form language was 


used during most of the workshops either to communicate 


the end result of a phase (e.g., this was the case in the first 


two phases of group workshop #1) or to communicate during 


the process (e.g., this was the case in the third phase of group 


workshop #2, in the first three phases of group workshop 


#2 and in the workshops with professionals #3 and #4). In 


one workshop, however, the perspective was quite different 


compared to the others: professional #2 used the form 


language to visualise the participant’s own (lack of) knowl-


edge. In this workshop, the form language became more of a 


means to store your own thoughts – a bit like a notebook in 


which you can scribble your thoughts - rather than a means 


of communicating with others. 


A second use of the form language is as a tool to analyse and 


structure information in the case. This is done simultane-


ously with the first use as a language. The form language can 


express the mutual relationships between this information in 


multiple dimensions, while common means for analysis (e.g., 


post-its, network maps, etc.) often only use two dimensions. 


The use of the form language as tool to analyse and structure 


information could be seen in group workshop #2 and the 


workshop with professional #4. However, they did not use 


the form language in its full potential, because they only 


used a limited amount of all possible dimensions (form, size 


and distance) to distinguish between different stakeholders. 
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Therefore, they could probably have achieved the same with 


other, two-dimensional, tools. This was also noted by the 


participants themselves.  


Another function when using the form language as a tool 


becomes visible in the transition from Phase 3 to Phase 4. 


In this design step, the form language can function as a tool 


that helps to generate ideas for possible solutions. This use 


was best seen in both group workshops. Because the form 


language showed an abstract representation of the reality 


(the problem definition) as a result of Phase 3, it also showed 


possibilities to alter this current situation into a more ideal 


state (e.g., change the character of the boundaries or refer-


ence objects, move object or change the scale). However, this 


can be a limiting factor as well: there is a risk of ‘inside-the-


box’ thinking. The composition that represents the problem 


definition functions as starting point for the generation 


of possible solutions. If this composition is too much of 


a simplification of the complex reality (i.e., it ‘tames’ the 


problem), then the proposed solution may also be too simple. 


Figure 8.2 and the list below summarise the general use of 


the form language as either tool or language for each phase 


in the design process.


1) Phase 1 – Discover (group workshops only). The form lan-


guage was used to discuss and portray a first impression 


of the case. The form language was used simultaneously 


as a tool to analyse and structure the given information. 


The final compositions showed the stakeholders and their 


mutual relations.  
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2) Phase 2 – Define. The form language was mainly used 


to discuss and refine the problem definition. The final 


composition portrayed the problem in the current 


situation. 


3) Phase 3 – Develop. The composition of Phase 2 functioned 


as a starting point for this phase. The form language 


was used to generate and discuss and possible solutions 


to the problem. Because the composition from the 


previous phase reflected the problem definition, the form 


language was used as a tool to brainstorm about possible 


solutions (e.g., lower the walls, change the character of 


the boundaries, move or add stakeholders, change their 


position or make them bigger). At the same time, they 


could use the form language to communicate about these 


solutions by literally showing how the current situation 


would change. 


4) Phase 4 – Deliver (group workshops only). The use of the 


form language changed considerably in this phase com-


pared to the previous ones. Until now, the groups mainly 


progressed on what they had built before. However, the 


form language was used in this phase to show how the 


proposed strategy would change the situation over time. 


This was done In both groups by making a timeline with 


the form language.


  


Form language as design tool


During the workshop with professional #1, the form language 


was used in a different way compared to the other work-


shops. It was used as a design tool to design an architectural 


concept for the public space. The participant indicated that 


he/she found it difficult to see the objects as something other 


than what they are: objects. In other words, he/she found it 







Figure 8.2 Use form language for each phase of the design process


Language


Analyse and 
structure 


information


To discuss the 
case


To discuss the 
problem


Define the 
problem


Generate possible 
solutions


Make a timeline


To discuss 
possible solutions


To discuss what 
is needed to go  
to ideal situation


Tool
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difficult to assign (symbolic) meaning to the objects.


8.1.2 Assigning meaning to the form language


The previous section mentioned that the use of the form lan-


guage showed similarities with the use of common language 


in the sense that it functions as a means of communication 


to convey meaning. However, other than common language, 


the form language conveys meaning in a more intrinsic 


way. Here, I intentionally use the phrasing “more intrinsic” 


because ‘acquired meaning’ still plays a big role in how the 


form language is able to evoke meaning.


The use of a more ‘intrinsic’ way of communication through 


the form language was to some extent visible in group 


workshop #1. At first, the participants felt the need to make 


clear agreements on the meaning of different objects and 


dimensions (i.e., they used a form of acquired meaning). As 


they proceeded, the meanings became more abstract and 


fluid. At the same time, there was less need to discuss the 


definitions.  The assignment of meaning to the composition 


became increasingly more intuitive. The intrinsic capacity 


of the form language was also visible in the workshops with 


professionals #1 and #2. Although these professionals used 


the form language in a different way, the intrinsic capacity 


was quite obvious as both participants mentioned that some 


choices did not “feel” right. Professional #2, on the other 


hand, made choices in a very intuitive way, but when the 


participant was asked to reflect upon those choices, they 


turned out to have a lot of meaning. 


Chapter 4 explained how architecture is able to convey 


intrinsic meaning through empathy. The response of 
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professional #1, as explained above, underlines the idea that 


the form language too can convey meaning through empathy. 


The workshops showed that the form language could not (yet) 


completely rely on intrinsic communication. The interpreta-


tion of the forms had to be discussed using normal ways of 


communication. 


The workshops also showed different degrees of importance 


for acquired meaning. For example, in group workshop #2 


as well as the workshop with professional #3, the use of the 


form language mainly relied on acquired meaning. Meaning 


was assigned in a very literal way in these cases. The impact 


of the acquired meaning was stronger and more permanent 


in group workshop #2, because they were allowed to write 


on the reference objects. Therefore, the objects kept their 


assigned meaning and this could not change in the process.


 We could argue based the results of the workshops that the 


intrinsic capacity of the form language relies on the use of its 


multiple dimensions. For instance, limited dimensions were 


used in group workshop #2. Furthermore, they only used the 


dimensions to distinguish between different aspects in the 


case. In comparison, more dimensions of the form language 


were used during group workshop #1. In this last workshop, 


the participants relied less on acquired meaning. 


Chapter 4 explained that intrinsic meaning in architecture 


can be conveyed through the principles of architectural 


communication (size, proportions, rhythm, symmetry, 


openness, angularity, materiality light and ornamentation). 


The form language is designed to be able to portray these 


principles. These principles reflect the possible dimensions 


that can be used in the form language. Thus, when less of 
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these dimensions are used, the intrinsic capacity of the form 


language cannot be fully used and it relies more on acquired 


meaning. Table 8.1 shows an overview of the dimensions that 


were used during the workshops and what they meant. 


The dimensions that were used during the workshops showed 


similarities with the principles of architectural communi-


cation that derived from preliminary research. The findings 


regarding how meaning can be conveyed with use of the form 


language are shown in Figure 8.3. The framework is similar 


to the framework of architectural communication described 


in Chapter 4. The principles ‘light’ and ‘ornamentation’ are 


dismissed, since they did not seem to have an added value 


in the current design of the form language. Furthermore, 


I would like to propose a modification to the framework 


of architectural communication based on the results of 


the workshops.  The dimension ‘shape’ could be added to 


the list of principles expressed in the architectonic sign, 


because ‘shape’ proofed to be an important dimension and 


was used in all workshops. The similar principle ‘geometry’ 


was considered in the prior research as a possible principle4. 


However, in Part II ‘geometry’ was dismissed because the 


case studies showed little proof of the contribution of this 


principle to architectural communication. 


8.1.3 Learning process


Most of the dimensions were used in group workshop #2. 


This workshop showed most potential for the use of the form 


language - over other means for communication - in com-


plex problem-solving processes. This group had (a bit) more 


context regarding the content of this research than other 


4 In Part I, ‘geometry’ is considered a principle of architectural communication 


based on the Gestalt law of ‘simplest and largest figure’ (Prak, 1977).







Dimension: Used in: Meaning:


Shape All workshops
Shape was used to make distinctions between different aspects or stakeholders in 
the case, to indicate a trait of the actor (e.g., a sphere is dynamic, while a cube is 
rigid), or to represent an actual physical form (in the case of professional #1)


Size All workshops
Size was used to indicate the degree of influence, the actual size of the 
stakeholder, that objects were parts of the larger whole (smaller objects of the 
same form are parts of the larger form), or to make distinctions between objects.


Proportions
Group workshops 
#1 and #2 and 
professional #3


Proportions (in the form of distance) was used to indicate the influence of 
stakeholders on the target group, the accessibility, or the metaphorical ‘distance’ 
between objects.


Materiality
All workshops 
(however, to a 
certain extent)


Materiality of the planar elements was used to indicate the character of the 
‘boundary’ between the different stakeholders or to show the visual relationship 
between objects.


Rhythm
Group workshops #1 
and #2


Rhythm was used to certain extent to express changes through time.


Table 8.1 Dimensions form language used during the workshops







Figure 8.3 Framework for how meaning is generated through form language
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participants did, because some of the participants in group 


workshop #2 are fellow graduates. This raises the question if 


further explanation is necessary to make optimal use of the 


form language. Participants of both the group workshops as 


well as the professionals all emphasised the advantages of a 


playful learning process. However, it can be useful to provide 


context on the subject and the different dimensions of the 


form language to speed up this learning process. This is 


further explored in Chapter 10.   


8.2 Contributions to the complex problem-solving 


process


This section compares and analyses the results of each 


statement of the evaluation form. Furthermore, the results 


are reflected upon using the theoretical framework. The 


section finishes with assessing the usefulness of the form 


language per phase. 


The form language supports the mutual discussion


The results showed that most participants agreed with this 


statement. It was mentioned only in the final phase that the 


form language led to some confusion. The use of the form 


language changed significantly in this phase as well. The 


discussion had to become more concrete in the final phase: 


the assignment asked for a communication strategy, includ-


ing a timeline. The form language seemed to support the 


discussion better when the discussion is more abstract. When 


the discussion becomes more concrete, the form language 


is less supportive and can even limit the discussion as it 


promotes a more abstract level of discourse.


Chapter 3 explained that in order to work together on a 
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solution for a complex problem a shared understanding is 


needed to deal with social complexity in (multidisciplinary) 


teams (Conklin, 2005). Shared understanding requires com-


mon knowledge and understanding. Knowledge boundaries, 


therefore, inevitably have to be crossed. The form language 


could work as a knowledge boundary object to transfer, 


translate and transform knowledge across boundaries and, 


thereby, support the mutual discussion. Carlile (2004) identi-


fied four necessary characteristics for ‘pragmatic’ boundary 


objects that can be used to evaluate the form language:


1) Syntactic capacity. The form language could transfer 


knowledge across the syntactic border, because it func-


tions as common lexicon. The form language supports 


the mutual discussion, because it functions as vehicle for 


communication.


2) Semantic capacity. The semantic capacity develops com-


mon meaning. This was mainly done in the workshops 


by assigning meaning to form and dimensions with the 


help of spoken language. The direct feedback loop from 


object to meaning and back has contributed to different 


interpretations being revealed at an early stage of the 


process. As explained above, it is believed that the form 


language could have intrinsic (semantic) capacity as well. 


However, this was not yet convincingly apparent in the 


workshops.


3) Pragmatic capacity. Because every participant could 


alter the composition, the transformation of knowledge 


becomes a joint activity with use of the form language. 


4) Support iterative approach. Because the composition can be 


altered, the form language supports iteration during the 


design process.
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The form language can (in combination with spoken 


language) bear all capacities described above. In other words: 


it can function as a knowledge boundary object that can 


simultaneously transfer, translate and transform knowledge 


across boundaries. By doing so, the form language is able 


to gain shared knowledge and understanding and, thus, 


contribute to the mutual discussion during the complex 


problem-solving process.


The form language contributes to making complexity 


comprehensible


The explanations of the participants indicated different 


interpretations of this statement. There were three different 


types of reactions given by the participants: 


1) the form language simplified the problem (too much);


2) the form language makes the problem even more 


complex due to the number of different elements; and


3) the form language makes the complexity tangible and 


thus open to discussion.


 


The extent to which the complexity is made transparent 


depends on the use of the form language. It is not the 


intention to reduce the complexity of the problem with the 


risk of taming it. The intention is to make the complexity 


comprehensible by making it tangible and therefore easier 


to discuss. A large number of elements are probably needed 


to express the complexity. Moreover, the expression of 


complexity through the form language requires the different 


dimensions. If these dimensions are not used, there is a risk 


of taming the problem in the same way common means of 
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communication are likely to do. 


The form language contributes to clarifying different 


relationships


The form language is capable of expressing different rela-


tionships in both a concrete and abstract way. The relations 


among stakeholders were expressed in a very concrete way 


during group workshop #2 as they were indicated by the 


linear elements of the form language. They wanted to express 


relationships in an even more literal way by making physical 


connections between the reference objects.


On the other hand, relations were expressed in a more 


abstract manner in group workshop #1. Dimensions like size, 


distance and the materiality of the boundaries indicated the 


character of the relationship between different aspects. The 


participants of group workshop #2, therefore, were more in 


agreement with this statement. 


As stated before, the use of the form language influences how 


the statement is evaluated. It can thus contribute to clarify-


ing (the character of) different relationships in the case with 


an optimal use of the dimensions of the form language. 


The form language contributes to making abstract ideas 


tangible


Opinions were mixed on this statement. This could be 


explained by different expectations of the workshop and 


different interpretations of what a communication strategy 


is. The intention of the form language is not to make abstract 


concepts concrete. The intention is to make abstract concepts 


tangible and, thus, debatable without making them concrete. 
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The participants of group workshop #2 rated this statement 


very high (4,29 / 5). However, their use of the form language 


as well as the discussion was very concrete. 


The form language contributes to understanding changes 


and uncertainties


The two-folded formulation of this question makes it difficult 


to compare the results. The explanations of the participants 


showed that, in general, they agreed with the statement 


regarding change. Uncertainties were not really reflected 


upon in the use of the form language. 


The form language contributes to showing changes, 


especially in the transition from Phase 2 to Phase 3. Most 


participants had built on the compositions of Phase 2 that 


represented the problem definition. Therefore, it could 


be easily shown and discussed what needed to change to 


transform the composition in a more desired situation.  


Although participants hardly disagreed with the statements, 


the results are not (yet) entirely convincing. The workshops 


showed potential regarding the use of the form language in 


complex problem-solving processes. The results also show, 


to some extent, the potential of the intrinsic capacity of the 


form language. However, it is important that all dimensions 


of the form language are used to their full potential to make 


full use of the form language’s intrinsic capacity. 


Usefulness per phase


The form language has the most added value when other 


means of communication fall short. Four main problems 


with common means of communication when dealing 
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with complex problems were described in Chapter 3. It was 


proposed that common means fall short, because they:


1) are unable to gasp the complexity of the problem;


2) are unable to effectively deal with the dynamic aspect 


of the complex problems because once written down, or 


drawn up, they might as well be set in stone;


3) are unable to describe abstract concepts or feelings 


without making them too concrete – and thereby overly 


simplistic; and 


4) are unable to deal with novelty because they use a 


representation of what is already known or defined.


 


These limitations of common means of communication have 


the most influence on the first three phases of the design 


process. The workshops showed that the form language is 


very valuable in these phases, when the discussion is ab-


stract. We have seen that form language could make abstract 


ideas more tangible and therefore debatable. However, when 


the discussion needs to become more concrete, the form 


language is less useful and may even limit the discussion. 


We must therefore be willing to let go of the form language 


at some point. This point might be around the fourth phase 


when the discussion has to become more concrete. Moreover, 


it is likely that the results of Phase 4 could also (and 


perhaps even better) be described using common means of 


communication.


8.3 Design feedback


The design feedback from the workshops is discussed in this 


section. The section concludes with a list of recommenda-


tions for further developing the design of the form language. 
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The participants of group workshop #1 indicated that they 


missed some kind of ‘labels’ to name the different objects 


used in the composition. The participants of group workshop 


#2 were allowed to write on the objects and, thus, were able 


to label them. However, this resulted in a more concrete and 


symbolic interpretation of the different forms. The need to 


name the objects disappeared during the process in the first 


group workshop and, along the way, meaning was assigned 


in a more fluid and abstract way. Since the objects were 


permanently marked in group workshop 2, this occurred less 


or barely. Therefore, they were stuck with the definition and 


the form language was used in a less abstract fashion. 


Furthermore, both groups suggested that it would be useful 


to have an underground on which they could draw (e.g., 


a whiteboard table) to indicate mutual relations. Group 


workshops #2 even wanted to make physical connexions 


(e.g., with skewers) to indicate relations. However, both 


labelling the objects and making physical connections would 


probably make the use of the form language too concrete. 


Furthermore, it would have a limiting effect on the dynamic 


use of the form language. This is in conflict with the fourth 


characteristic for ‘pragmatic’ boundary objects proposed by 


Carlile (2004), that says knowledge boundary object should 


support an iterative approach.


Participants that used the form language in a quite literal 


and symbolic fashion also wanted more variation in shape 


and colour. Shape and colour could be used to distinguish 


between different aspects of the case. However, adding 


more variation would also mean increasing the number of 


objects in the form language. This conflicts with other design 
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feedback that questions the current number of elements, 


because: (1) the total number of elements of the form lan-


guage can be overwhelming and (2) with the current number 


of elements the table is already quite full and there is hardly 


room to build the composition. However, decreasing the 


number, or the variation of, elements would risk ‘taming’ the 


problem, because one is forced to simplify the composition. 


The current connection possibilities proved to be a limiting 


factor in the making of compositions. It is not possible 


to make perpendicular connections with the non-linear 


structural elements with the current design of the form 


language. For this reason, the structural elements were less 


used. Participants therefore often used linear elements in 


combination with the planes instead. Fixing this problem 


can be done by adding an extra connection piece that allows 


these perpendicular connections. However, doing so could 


make the form language more of a building kit instead of a 


language. 


To conclude, I would like to propose a list of recommenda-


tions to reconsider some of the design choices of the form 


language. These recommendations are:


1) it can be examined whether the use on a surface on 


which one can draw would make the use of the form 


language and the discussion too concrete;


2) the connection possibilities of the form language should 


be reconsidered, taking into account the possibility to 


make perpendicular connections with the (non-linear) 


structural elements; and


3) the number of elements as well as the total size of the 
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form language could be reconsidered, taking into account 


the occupied space on the table.


 


Furthermore, some practical feedback that derived from the 


observations should be considered:


4) the thickness of the semi-transparent planes: in the cur-


rent design they do not connect properly with the other 


elements, because they are inconsistent in thickness;


5) the dimensions of the mesh planes: in the current design 


they do not match the dimensions of the other planes; 


and


6) the size distribution of the reference objects: the largest 


elements are too big.







TO SUMMARISE…


The results of the workshop are compared, analysed and 


reflected upon in this chapter. Three main pillars were 


discussed:


1) The use of the form language in complex problem-solving 


processes. Differences in use can mainly be described on a 


scale from tool to language (in Dutch: ‘van tool tot taal’). 


Furthermore, the form language showed potential to 


assign meaning in an intrinsic way. However, acquired 


meaning is still dominant. More context about the 


different dimensions is likely to be needed to make full 


use of the intrinsic capacity of the form language. The 


playful learning process is important as well. 


2) Contributions to the complex problem-solving process. The 


form language seems to:


a) support the mutual discussion;


b) contribute to making complexity comprehensible;


c) contribute to clarifying different relationships;
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d) contribute to making abstract ideas tangible; and


e) contribute to understanding changes.


 Although these statement seemed correct, there is room 


for improvement. Furthermore, the form language seems 


to be most useful in the first three stages of the design 


process, since the discussion is most abstract in these 


phases and, therefore, common means of communication 


fall short. 


3) Design feedback. The following list of recommendations 


was derived from the design feedback that can be used to 


reconsider the design of the form language: 


a) it can be examined whether the use on a surface 


on which one can draw would make the use of the 


form language and the discussion too concrete;


b) the connection possibilities of the form language 


should be reconsidered, taking into account the 


possibility to make perpendicular connections with 


the (non-linear) structural elements;


c) the number of elements as well as the total size of 


the form language could be reconsidered, taking 


into account the occupied space on the table; and


d) some practical feedback that was derived from the 


observations should be considered:


i. the thickness of the semi-transparent 


planes: in the current design they do not 


connect properly with the other elements, 


because they are inconsistent in thickness;


ii. the dimensions of the mesh planes: in 


the current design they do not match the 


dimensions of the other planes; and


iii. the size distribution of the reference objects: 


the largest elements are too big.


 


The next chapter will describe the conclusions of this 


research.
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This research made an effort to contribute to the challenges 


we face in complex problem-solving processes by designing 


and testing a form language based on the principles of 


architectural communication. For each sub question, the 


conclusions will be discussed. The chapter concludes with 


the answer to the main question: In what way could a form 


language – based on the principles of architectural communication 


– contribute to the complex problem-solving process?


What challenges do we face in complex problem-solving? 


The challenges faced in complex problem-solving processes 


are a direct result of the characteristics of complex or 


‘wicked’ problems. These challenges are:


1) No definite problem description exists. Several factors 


contribute to the fact that it is difficult to define complex 


problems:


a) complex problems inherently have many different 


and interlinked components; 


b) the social context of complex problems is dy-


namic: the context and thus the problem change 


continuously;


c) the problem can only be understood once a solution 


has been developed: definition of problem and 


solution go hand in hand; and


d) there is no clear distinction between cause and 


effect: every complex problem can be considered a 


symptom of another problem.


2) There is no stopping rule. Because the process of under-


standing the problem and solving it occurs simultane-


ously, there is no clear ending to the problem-solving 


process.
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3) Answers are not right-or-wrong, but good-or-bad. There 


is no way of telling if a proposed solution is “right” or 


“wrong” – simply because no definite answer to the 


problem exists. It is up to the judgement of the prob-


lem-solver whether a proposed solution is “good”, or if 


they should keep searching for alternatives. 


4) Every complex problem is unique and novel, and should be 


treated as such. Each complex problem-solving process, 


therefore, must start from scratch. We cannot assume 


that a problem, or a solution to that problem, is similar to 


a previous case, even if it looks quite similar. 


 


Furthermore, a design approach to complex problems, 


which is the most effective – if not only – way of solving 


these problems, comes with its own challenges. This design 


approach adds two more challenge to the list:


5) Decision-making in complex problem-solving processes is often 


based on intuition rather than cognition. These gut-feelings 


that drive our design decisions can be difficult to express 


and discuss. 


6) Multidisciplinary teams equal social complexity. Design is 


a social process in which the knowledge of different 


experts has to be combined to generate new knowledge. 


In this process, knowledge boundaries have to be crossed. 


 


How do common means of communication fall short in 


dealing with these challenges?


Knowledge boundary objects are used to transport, translate 


and transform knowledge across boundaries. However, 


common knowledge boundary objects such as sketches, 


drawings, photographs, prototypes and everyday language, 


fall short when dealing with complex problems because they:







195 Part III - “Speaking through form


1) are unable to gasp the complexity of the problem;


2) are unable to effectively deal with the dynamic aspect 


of the complex problems because once written down, or 


drawn up, they might as well be set in stone;


3) are unable to describe abstract concepts or feelings 


without making them too concrete – and thereby overly 


simplistic; and 


4) are unable to deal with novelty because they use a 


representation of what is already known or defined. 


How can the way in which architecture communicates 


answer these challenges?


We have suggested that the way in which architecture 


communicates – in an intrinsic manner through form, space 


and organisation – might propose an answer to these chal-


lenges. Architectural communication has some advantages 


over common means of communication in the light of the 


challenges described above. This research discussed six 


advantages:


1) architecture makes complexity comprehensible;


2) architectural communication is four-dimensional: one 


can move through time and in space;


3) the actor is an essential part of architectural communi-


cation and acts as a point of reference to it;


4) architecture communicates in an intrinsic manner;


5) architecture is not a representation of reality; architec-


ture is reality; and


6) architectural communication uses all senses.
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What are the design guides for a form language - based on 


the principles of architectural communication - that can 


contribute to the complex problem-solving process?


This research has drawn an analogy between architecture 


and communication to design a new form language that aims 


to tackle the challenges faced in complex problem-solving 


processes. Building on the advantages of architectural 


communication discussed before, the new form language 


should:


1) be a new form of visual communication;


2) be four-dimensional, meaning that it can me moved 


throughout space and time;


3) be based on the principles of (intrinsic) architectural 


communication;


4) no be a concrete representation, but should consisting of 


abstract forms;


5) use a point of reference that determines the scale; and 


6) use haptic qualities; meaning that it be physically 


touched.


 


Furthermore, provided that the form language is most likely 


to be used in a (multidisciplinary) group of four to six people. 


Some additional functional requirements are defined:


7) the individual pieces have to be visible and reachable for 


everyone around the table;


8) the forms and their composition should not block the 


view to the ones sitting around the table; and


9) the total package should be convenient to move, trans-


port and store. Therefore, the form language should fit in 


one box that can be lifted by one person.
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How can the principles of architectural communication be 


translated into a form language?


The concept of the new form language is based on the nine 


principles of architectural communication derived from Parts 


I and II: size, proportion, rhythm, symmetry, openness, 


angularity, materiality, light and ornamentation. The 


preliminary design of the form language consists of three 


types of elements: (1) structural elements, (2) planar elements 


and (3) reference objects. Together, these elements should be 


able to express meaning using the principles of architectural 


communication.


How could the form language be used in a complex prob-


lem-solving process?


In order to find out how the form language could be used in 


a complex problem-solving process, the form language was 


tested in this context. The workshops showed various ways of 


using the form language. In general, it seems that these uses 


all can be described on a scale from ‘tool’ to ‘language’ (in 


Dutch: ‘van tool tot taal’). 


First, the form language was used as language to support 


the mutual discussions between the participants and to 


communicate the result of a particular problem-solving 


phase. The form language was seen to support a more 


intrinsic way of communication. However, acquired meaning 


still had an important role in the communication processes. 


Especially in the beginning of the process, participants of the 


group workshops discussed the meaning of certain forms or 


dimensions of the composition. As the process continued, the 


assigned meaning seemed to become more fluid and abstract. 
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However, the intrinsic capacity of the form language was not 


used to its full potential. Only limited dimensions of the form 


language were used. The right of Figure 9.1 shows a frame-


work that indicates how the form language could convey 


meaning in a more intrinsic fashion through the use of the 


various dimensions. This framework has been placed opposite 


the framework of architectural communication (shown on the 


left) to show how they compare: they both convey (intrinsic) 


meaning through a composition of form (and space) that can 


be described using similar properties. 


Second, the form language was used as a tool to analyse and 


structure information on the case and to generate ideas for 


possible solutions to the problem. This was especially of 


added value in the first three phases of the design process. 


In the first phase (‘Discover’), the form language was used to 


structure different aspects of the case and show the relations 


between different aspects. In the second phase (‘Define’), 


the form language was used to define the problem more 


accurately. Because the form language made the problem 


tangible, in the third phase (‘Develop’), potential solutions 


were generated by discussing possible alterations to the 


current composition (i.e., interventions in the case situation) 


to improve the situation. In the final phase of the design 


process, the form language helped exploring the steps 


required to go from the problem state (Phase 2) toward the 


ideal state (Phase 3). The form language was found to be less 


valuable (and possibly even limiting) when a more concrete 


discussion or outcome is desired. 







Figure 9.1 Framework intrinsic communication through architecture (left) and through a form 


language (right)
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In what way could a form language – based on the prin-


ciples of architectural communication – contribute to the 


complex problem-solving process?


The form language, based on the principles of architectural 


communication, can contribute to the complex problem-solv-


ing process because it can act as a knowledge boundary 


object. In can support the mutual discussion during a 


multidisciplinary design process. Where other knowledge 


boundary objects or means of communication fall short, the 


form language seems to fill in because:


1) The form language contributes to making complexity 


comprehensible and thus debatable. Because of the multiple 


dimensions that can be used, the form language is able to 


grasp complexity without over-simplifying the problem. 


The risk of ‘taming’ the complexity still exists: it is 


dependent on the use of the form language. Therefore, 


it is important that the participants are aware of all the 


possibilities and dimensions of the form language – and 


the risk of over-simplification.


2) The form language contributes to clarifying different 


relationships. Where other means of communication are 


limited to two or three dimensions, the form language 


has the ability to indicate the nature of the relationship 


in multiple dimensions (e.g., shape, size, proportions, 


materiality, etc.). More so, the form language can indicate 


this in a more intrinsic way as it uses the principles of 


(intrinsic) architectural communication. 


3) The form language contributes to making abstract ideas tangi-


ble. Tangible, but not concrete! Making abstract concepts 


tangible makes it easier to discuss these. Because the 


form language does not rely on a factual representation 
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of reality, it is able to deal with novelty as well. In a way, 


the form language could act as a “prototype” of abstract 


ideas. 


4) The form language contributes to understanding changes. The 


form language makes proposed changes visible and thus 


debatable. This is particularly relevant in the design step 


from the definition phase (Phase 2) to the define phase 


(Phase 3). In this step, the form language shows exactly 


what needs to (or: can) be changed in order to go from 


the current problem state to a desired solution state. 


We should however be aware that this could also cause 


‘inside-the-box’ thinking because the composition of the 


form language in the problem state is taken as a starting 


point for generating ideas on possible solution.


 


To conclude, from the list above, contributions 1 and 2 


together can answer to lack of common means of communi-


cation to grasp the complexity of complex problems without 


‘taming’ it. Furthermore, contribution 3 can answer to the 


inability of common means to express abstract concepts 


without making them concrete. Contribution 4 makes it pos-


sible to better understand the dynamic aspect of the problem. 


Additional, the form language is also able to deal with the 


dynamic aspect of the problem-solving process. Where other 


means of communication lack a form of flexibility, the form 


language be altered during the process. In other words: the 


form language is not set in stone. 


Finally, it seems that the form language is able to convey 


meaning in a more intrinsic manner. The prior research has 


argued that, in architecture, intrinsic meaning is rooted 


more deeply into our nature and is therefore less dependent 
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on interpretations. The results of this research, however, did 


not show enough to proof the intrinsic capacity of the form 


language, nor how this is achieved. In the discussion, we will 


elaborate more on the intrinsic capacity of the form language.   







Photo by Bram Peerlings


“Every work of art which really moves 
us is in some degree a revelation: it 
changes us.


– Lauren Harris







10. Discussion
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I have tried to describe the essence of complexity. But if you, 


as a reader, have paid attention, you have seen that I strug-


gled with this. Describing complexity with ordinary means 


of communication implies that you have to limit yourself to 


describing one aspect at a time. And that is exactly where 


things go wrong: by doing so, you automatically lose the 


essence of complexity! After all: the whole is more than the 


sum of its parts. 


It was assumed that a form language could do what common 


language cannot: express complex and abstract feelings in 


a direct and intrinsic manner. But how exactly this intrinsic 


meaning derives remains a mystery. In the coming pages I 


am going to make an argument to show you that the essence 


of a form language lies in its intrinsic capacity. With the help 


of some relevant – at least for me – examples of how music 


and (abstract) art are able to convey meaning intrinsically I 


would like to bring you on board in my way of thinking. I will 


show how a form language, by limiting the noise of symbolic 


meaning, could act as a vehicle for intrinsic communication. 


I will discuss the ‘essence’ from a theoretical perspective, 


in which we explore the essence of (architectural) language 


through an analogy with music and art; and from a practical 


perspective, in which I explore whether the design of the 


form language is able to convey the essence of (architectural) 


language. Along the way, recommendations for future 


research or further development of the form language are 


presented in the green boxes. The report concludes with 


possible limitations to the research.







BOX 5: ‘ESSENCE’


Essence is defined as “the intrinsic nature or indispensable 


quality of something, especially something abstract, which 


determines its character”.


Although they have different aesthetic characteristics all 


images below communicate the same message: the letter 


‘G’. However, in the process of abstraction, removing the 


serifs and changing the proportions, the symbol loses some 


of its identity. For example, would you still recognise the 


second to last symbol as the letter ‘G’ without any context? 


Moreover, if you would go even further and remove the 


upstanding line as well, the letter loses its meaning and 


even becomes something else (in this case the letter ‘C’).
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10.1 The essence of form LANGUAGE


Art moves us. Not in physical sense but in emotional 


sense. Art can provoke strong emotional feelings in a 


very direct way: it is all-consuming. Whether we look at a 


painting or listen to a piece of music, it immediately unlocks 


certain emotions. In ‘Why do music and art move us?’ on 


HowStuffWorks, Josh Clark (2010) calls the ability to code and 


decode emotion through art and music “human’s greatest 


accomplishment”. Despite that it would be our greatest 


achievement, we have no idea how we do so. 


10.1.1 Music and meaning


The subject of music and emotion is a popular theme in the 


field of psychology. And not a new one: according to Mark 


Changizi (2010), a cognitive scientist in search for the origins 


of writing, speech and music, the interest in the relationship 


(between music and emotion goes back all the way to ancient 


Greece. Changizi thinks that music emotionally moves us 


because we associate the musical patterns with (physical) 


human movement. That might also explain why music 


physically gets us moving – and thus why my mother always 


Freddy: We’ll call the album, a night at the opera. 


Producer: Are you aware that no one actually likes 


opera? 


Freddy: I like opera, do you? 


‘Miami’: I do 


Freddy: Don’t misunderstand darling. It’s a rock 


and roll record. With the scale of opera … It’s a 


musical experience rather than just another record. 


Something for everyone. Something… Something 


that makes people feel it belongs to them.


- From Bohemian Rhapsody (the film, 2018) 


“
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chuckled when I was dancing in the grocery store again. 


Another theorist who discusses the subject, although from 


a philosophic point of view, is Stephen Davies, professor of 


philosophy at the University of Auckland in New Zealand. 


Davies believes that music conveys emotion in an objective 


way through ‘expressiveness’. In his book Musical Meaning 


and Expression, he discusses this expressive power of music 


(S. J. Davies, 1994). He draws the analogy between how music 


conveys meaning and how we understand human emotions: 


“Music does not “mean” (that is, refer to) emotions; rather 


it possesses formal properties with an objective (that is, 


“external to the body”) character strikingly similar to that 


of the emotions” (S. J. Davies, 1994, p. 135). Together with 


Constantijn Koopman, of the Royal Conservatory of the 


Hague, he further explored the essence of musical meaning 


in Musical Meaning in a Broader Perspective (Koopman & Davies, 


2001). What is so interesting about their perspective is the 


focus on the ‘experiential’ meaning of music, which can be 


compared with the perspective on ‘intrinsic’ meaning of 


architecture discussed in this research. Opposed to other 


perspectives on music and meaning that look for symbolic 


meaning, these authors explore the non-symbolic meaning, 


because they believe that is what makes music as a vehicle 


for meaning so interesting. Symbolic meaning could be com-


municated just as well by numerous other meaning-bearers 


(Koopman & Davies, 2001). Moreover, just as we argued 


in architecture, music does not always refer to something 


beyond itself (‘acquired’ or ‘symbolic’ meaning). However, 


even more so than in architecture, “music’s capacities for 


representation are limited” (Koopman & Davies, 2001, p. 261). 


While others would conclude that this means that music has 
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no meaning, Koopman and Davies searched for something 


other than symbolic meaning by further exploring the 


‘expressive power’ (S. J. Davies, 1994) of music. They distin-


guish between ‘formal musical meaning’, which assumes that 


musical meaning comes from specific properties of the music 


and can be decoded by formal analysis; and ‘experiential 


formal meaning’, which assumes that “meaning can be 


understood immediately in the musical encounter, without 


reasoning at all” (Koopman & Davies, 2001, p. 264). According 


to Koopman and Davies (2001), ‘experiential meaning’ – just 


as the ‘intrinsic meaning’ of architecture – can be described 


in terms of ‘empathy’. They believe that we understand music 


from the inside: it has a direct impact on our feelings, it 


moves us in a way only people can move us.  


But how can we grasp and understand the meaning of music? 


According to Koopman and Davies (2001), ‘formal meaning’ 


treats music as architecture. Formal analysis deconstructs 


the musical composition and analyses its parts, just as we 


are used to do to understand architectural compositions. 


However, we experience architecture, as well as music, as a 


‘gestalt’ in which the individual parts can only be understood 


as part of a (dynamic) whole. Koopman and Davies argue that 


formal analysis still plays a crucial role in understanding 


the experiential meaning of music. However, we must open 


ourselves to really experience music to grasp the intrinsic 


value of the gestalt. This raises the question whether we 


should treat architecture (or language) more as music: as a 


dynamic whole that, when we open ourselves up to it, can 


move us in a way that music and other people can. 
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10.1.2 Visual art and meaning


Clark (2010) suggests that the ability to understand and 


react to visual cues of emotion is in our nature: it is how 


we survive. We interpret these cues by means of empathy. 


It seems logical, therefore, that we can identify ourselves 


with the expressed emotion of another human being in a 


painting. However, this may also work the other way around. 


Researchers from the University of California, San Francisco, 


suggest that we reflect our own emotion on a piece of art 


as well. For instance, Dr. Siegel, one of these researchers, 


was quoted by Dailymail saying: “If you see the Mona Lisa 


after you have just had a screaming fight with your husband, 


you’re going to see [the painting] differently. But if you’re 


having the time of your life at the Louvre, you’re going 


to see the enigmatic smile” (Rahhal, 2018). The following 


paragraphs explore this essence by discussing two opposites 


Figure 10.1 Mona Lisa by Leonardo Da Vinci, ca. 1503  


(Rahhal, 2018)


Is she happy or is she sad?  What do you think?
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of visual art: realistic and abstract art (among which 


Constructivism and Structuralism).


In realistic art, symbolic, or ‘acquired’ meaning plays a 


major role, more than in architecture. The symbolic capacity 


of visual art is significant, and it is nearly impossible not 


to be influenced by the symbolic meaning. One might even 


suggest that in realism, symbolic meaning comes first, 


and intrinsic - or as Koopman and Davies (2001) called it, 


‘experiential’ - meaning comes second. Let me explain: when 


I see the painting ‘Winterlandschap met bevroren vaart, ijsver-


maak’ by Andreas Schelfhout (1787-1870, see Figure 10.10), it 


immediately reminds me of my childhood. Growing up in the 


‘Eilandspolder’ me and my friends from the village would go 


out on the ice as soon as the water could carry us. Although 


the image that Schelfhout portrays is from the 18th century 


and the buildings and people have changed, I could easily 


imagine being part of the painting. Through this association, 


the artwork evokes a feeling of nostalgia. However, this 


feeling is very personal - for someone else, the same image 


could evoke a totally different feeling. For instance, if you fell 


through the ice once when you were little, you might not be 


as excited about the atmosphere Schelfhout portrays. 


Symbolic meaning becomes less dominant when the image 


becomes more abstract. Together with the Modern Movement 


in architecture, artists started to rethink the way in which 


we look at art. Figure 10.11 portrays the transition from a 


more realistic style toward the abstract in the work of Piet 


Mondriaan (1872-1944). It illustrates the search of modern 


artists for the essence of the image: how much do we need to 


convey the message “tree”? 







Figure 10.2 ‘Winterlandschap met bevroren vaart, ijsvermaak’, 1838 by Andreas Schelfhout (Teylers museum, 2018)
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The constructivists had an answer: we should not convey the 


message “tree”. Constructivist artists deliberately refrained 


from any symbolic expression in art. The decisive factor 


of Constructivism is the composition of geometrical forms 


and their relationship to each other and to the surrounding 


space (“Constructivisme,” 2016). This idea can be seen in the 


later work of Mondriaan (see Figure 10.13) as well as other 


artists of the Dutch movement ‘De Stijl’, which was strongly 


influenced by the ideas of Constructivism. In this work we 


can clearly recognise some of the principles described in this 


Figure 10.3  T(h)ree paintings by Piet Mondriaan that show 


the process of abstraction in his work. 


From top to bottom: ‘De rode Boom’, 1909; ‘De grijze boom’, 1912; and 


‘Bloeiende appelboom’, 1912.
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research: proportion, size, angularity and colour, for example. 


Thus, Constructivism was not about transcending a message: 


bluntly speaking, it was about the composition of geometric 


forms. The means had become the end.


But does this mean that abstract art has no meaning at all? 


At the same time, in Russia, a movement began that searched 


for the meaning of the abstract: Malevich’ ‘Suprematism’. 


Suprematism stands for the search for something that 


represents “the supremacy of pure feeling in creative art” 


(Malevich, 2003, p. 67), rather than a depiction of the object. 


For Malevich, the visual phenomena of the objective world 


are meaningless: feeling is the significant thing (Malevich, 


2003). He believed that art should not be a representation of 


the objective world but a reflection of feeling. Suprematism, 


therefore, is fundamentally opposed to the position of 


Constructivism. However, the means are similar: Malevich 


believed that this goal could be reached through a “gram-


mar” based on the fundamental geometric forms: mainly 


the square and the circle (Stedelijk Museum Amsterdam, 


1970). However, as one can see in the work of Malevich in 


Figure 10.14, the compositions are less “mathematical”. In 


appearance, Constructivism and Suprematism might show 


There are two distinct languages. There is the 


verbal, which separates people… and there is the 


visual that is understood by everybody. 


– Yaacov Agam 


“







BOX 6: METAMORPHOSIS I


In M.C. Escher’s (1898-1972) Metamorphosis, the translation 


from abstract to concrete and back is shown in one image. 


This metamorphosis (Figure 10.12 shows one of three 


works), portrays the multi-interpretability of abstract forms 


and patterns.







Figure 10.4 Metamorphosis I, 1937 by M.C. Escher (‘M.C. Escher’, 2018)







Figure 10.5 ‘Compositie met rood, zwart, geel, blauw en grijs’, 


Piet Mondriaan (‘Gemeentemuseum Den Haag’, 2018)


Figure 10.6 ‘Football match’, 1915, by Malevich (‘Football 


match’, n.d.)
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similarities, as they are both based on a carefully designed 


and abstract composition of geometric form and colour. 


However, they fundamentally differ in proposed meaning: 


where Constructivism believes to have no meaning and is 


“objective” in the sense that aims to approach mathematical 


precision, Structuralism is based on the non-objectivity of 


human emotions. But does this mean that only Structuralist 


paintings can move us? Or do the mathematically strict 


compositions of Mondriaan also have an ‘intrinsic’ or 


‘experiential’ meaning, although not intended?


In reality, I believe, there is a thin line between “mean-


ingful” and “meaningless” abstract art - if there is one at 


all. Even though, the question remains whether this is even 


remotely clear for the non-expert observer. Though, art, 


even in its most abstract and “meaningless” form, seems 


to consume us. And the same holds for architecture. Even in 


its purest form, a space, in relation to our own body, means 


something (see Figure 10.15). “Something” however, if it is in 


architecture, art or music, remains tough to grasp. 


In this research I suggested that intrinsic meaning is 


more direct and less dependent on personal interpretation. 


Therefore, we could say, to some extent, that intrinsic com-


munication is more ‘objective’ than symbolic communication. 


In this discussion it was suggested that the same holds 


for abstract art. If that is true and the emotional effects of 


abstract art are objectively determined by the characteristics 


of the composition (Wassily Kandinsky, as cited in Hodson, 


2012), machines should be able to predict these emotions. And 


they can. In 2012, the University of Trento in Italy developed 


a machine that used computer vision to analyse 500 abstract 
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paintings. They linked the colour distribution and the 


occurrence of different shapes to the emotional impact of the 


paintings of 100 people. To test the machine, they predicted 


the viewers’ emotional response to a set of other paintings. 


Nearly 80% the system’s predicted score matched the average 


response of the participants (Hodson, 2012). 


Does this mean that abstract art indeed is a form of objective 


communication? And can we say the same about architectural 


communication? It might, to a certain extent – as there will 


always be a certain amount of noise to the interpretation of 


meaning. However, skipping (or at least trying to do so) the 


symbolic meaning - which is highly dependent on acquired 


Figure 10.7 An example of ‘meaningful space’ in its purest form. From Zee Avi - Concrete wall
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knowledge and previous experiences -  seems to approach a 


more objective way of communication. However, it is in our 


human nature to “see” symbolic meaning in things. Is seems 


impossible to completely disregard symbolic meaning and 


human interpretation. A form language, however, could limit 


the amount of noise from symbolic meaning and could act as 


a vehicle that can make the essence of communication tangi-


ble by visualising the principles of intrinsic communication. 


Figure 10.8 Alfa, 1923 by Melevich (Fabrizi, 2015) 


BOX 7: ARKHITEKTONS - MALEVICH


Malevich fist started to translate is Suprematist thoughts 


to three-dimensional forms around 1920. Directionality 


was an important characteristic in Malevich’ architectural 


models. He saw the variations in proportion as a result 


of “the fall through space of the original cubic form” 


(Stedelijk Museum Amsterdam, 1970, p.32). For him, oblong 


forms, therefore, expressed a certain movement: a fourth 


dimension.
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Recommendation – analogy with other subjects 


The insights gained from this brief digression might 


suggest that it would be interesting to further explore 


the similarities and differences in experiential meaning 


in architecture, abstract art and music. This could help 


to further understand the essence of the problem - why 


is it so hard to communicate about abstract concepts in 


complex problem-solving processes? - and improving 


the proposed solution - a form language? 


10.2 The essence of FORM language


A form language should be able to visualise the underlying 


principles of intrinsic communication: nothing more, nothing 


less. However, there seems to be a paradox here: in order 


to convey these principles, we need something tangible, 


something with a certain form, material and colour. But 


we always seem to impose a certain symbolism on these 


characteristics. For a form language to convey the essence of 


communication, a balance should be found. In other words: 


what is fundamentally required to make a ‘form language’?


The preliminary design, presented in this research, can 


be seen as a first step toward a form language in its pure 


essence. But in order to get to the essence of its design, the 


design as well as its effect on the use of the form language 


should be further explored. Looking at the way in which 


Piet Mondriaan explored the essence of the message “tree” 


could be an interesting first step in this process. We can ask 


ourselves if the same can be reached with a form language 


that only consists of masses, for example. This probably 







 10. Discussion 222


depends on the use of the form language: when just one 


dimension of the language is used, for instance the ability to 


organise information, the same could also be reached with 


an empty canvas and a pile of post-its. Furthermore, the 


research showed that, to comprehend the total ability of the 


form language, a certain knowledge of the context is needed. 


This can be self-learned by using of the form language. 


However, a guide that explains the different dimensions of 


the language could probably help speeding up this learning 


process. The current design of the form language seems to 


encourage this playful discovery. However, this went a bit 


south in the second group workshop, where the participants 


could write on the objects. This showed a totally different 


attitude of the participants toward the form language. A 


balance should be found between a design that encourages 


creative use and being a ‘work of art’.


BOX 8: A WIZARDS HAT FOR THE BRAIN


A form language remains a vehicle for communication. 


Therefore, there will always be an amount of noise in 


getting the message across. But we seem to need a means 


to communicate. Or do we? Neuralink, a company by Elon 


Musk might have the answer: a “wizard hat for the brain” 


(Urban, 2017). 


 It seems highly likely that we would be able communicate 


telepathically and, by doing so, completely dismiss the 


use for means of communication. However, as Tim Urban 


(2017) describes in a clear manner, about 100.000 years ago 


it would probably seem impossible to our ancestors as well 


that we would be able to communicate with words like we 


do now. 


Read more on: https://waitbutwhy.com/2017/04/neuralink.html
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The question that remains is: what makes the form language 


a language? I believe that the use makes it a language; 


without it, the object are merely forms and the users merely 


spectators.


10.3 Limitations of the research


This section discusses the limitations of the research. First, 


the limitations that derive from this discussion are explored. 


Afterwards, the more practice constraints are described. 


The digression to meaning in music emphasised the impor-


tance of the ‘gestalt’: the whole is greater than the sum of 


its parts. Parts I and II of this research used gestalt as well 


as semiotics to describe architectural meaning. A semiotic 


approach tries to find meaning in the individual parts of 


systems of parts. However, in order to understand the true 


meaning of architecture, we must never lose sight of the 


whole. Koopman and Davies (2001) underline that formal 


analysis is purely cognitive, while in order to understand the 


experiential meaning in music we have to feel it. However, 


“comprehending experiential formal meaning calls for a 


Recommendation – further development of the design


In search for the essence of the form language more 


iterations on the design are needed. A balance between 


‘art’ and ‘use’ should be found. For example, I would 


like to reconsider the connection possibilities, materials 


and proportions of the form language. 


Furthermore, it would be interesting to see the effects 


of the design choices on the use of the form language.
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response that engages both our cognitive and our affective 


powers” (Koopman & Davies, 2001, p. 266). In other words: 


we must both formally analyse the object and experience it. 


Not all of the case studies on which this research is based 


have been “experienced” by the researched. With the use of 


three-dimensional scale models and a “trained eye”, I tried 


to approach this experience. However, these models were 


abstract representations of the reality and it could be that, by 


choosing the level of information that was presented in the 


models, the results of the research were somewhat influ-


enced. However, I believe that the impact this would have had 


on the final outcomes is minimal.  


Furthermore, there is a certain bias in this research because 


it is built upon assumptions made by the researcher herself. 


However, I believe that the main result of this preliminary 


research is the ‘way of thinking’ that has emerged from it. 


The principles that derived from Parts I and II might not be 


definite, but I wonder whether this would have changed the 


outcomes of the research. Is seems that the most important 


aspects are there: as we have seen they overlap with the 


principles that can be seen in abstract art and music. The 


design process that is part of the design-based research 


approach however, is a complex problem an sich. Therefore, it 


is inherently “biased” because the judgement of the designer 


plays a big role of the design process. 


More practical constraints mainly concern time. This 


probably did effect the research in terms of the design of 


the form language. If the design process had involved more 


iteration loops, the essence, described in Section 9.1.2 might 
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have been better approached. Furthermore, to some extent, 


the design of the form language was constrained by practical 


reasons as well. For instance, the choice of material was 


limited by availability, possible processing methods and 


costs. Therefore, the reference objects were made from foam 


instead of wood which led to difference in weight. The initial 


idea to work with magnetism as (secondary) connecting 


agent was also disregarded for practical reasons. 


Furthermore, it was the intention to test the design in three 


groups: two multidisciplinary student teams and one team 


of science communication professionals. However, due to 


time constraints and the full agendas of the professionals, 


individual workshops were organised to test the form 


language with the science communication professionals. The 


individual workshops led to new possibilities to test the use 


of the form language without the influence of the group and 


to see how much information is needed for an optimal use of 


the language. 


Finally, it might be important to note that architectural com-


munication – as well as the experiential meaning in music 


and art – has its limits as well. Especially when it comes to 


its semantic capacity. These limitations reflect in the use of 


the form language. As discussed earlier, there is always some 


amount of “noise” on the line when we transfer a message 


via an external vehicle. This research assumes that if we build 


on the principles of ‘intrinsic’ architectural communication, 


we can reduce part of this noise. The workshops showed that 


the form language proofs to be useful in addressing complex 


problems through design thinking. The form language was 


mostly useful on a strategic and abstract level. However, 
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when it became more concrete, the form language seemed to 


work as a limiting factor. We should not be afraid to accept 


the limits of the language and be able to let go when things 


have to become more concrete.


Recommendation – further testing the use of the form 


language


To further understand the essence of a form language 


it is important to find out the limits of the form 


language by further exploring and testing its possible 


use in complex problem-solving processes. In addition, 


and to go into more depth, it might be interesting to 


see whether the form language can be used in other 


disciplines as well. For instance: Can we use it to solve 


other complex, non-communication, problems as well? Can 


we use it as a tool for design in architecture? Can we use it to 


express experiential meaning in, for example, music or art? 
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This series – “Speaking – is part of a graduation project for 


a double degree in Architecture and Science Communication 


at the Delft University of Technology. The overall aim of this 


project was to design a form language that can be used in 


complex problem-solving processes in the field of science 


communication. By definition, these problems consist of 


many different and intertwined parts. Furthermore, the 


dynamic environment of complex problems in a social 


context fuels this complexity. We find it difficult to discuss 


complexity because common means of communication, such 


as spoken, written or (two-dimensional) visual communica-


tion, simply cannot grasp it. Architecture, however, has the 


ability to make complexity comprehensible. 


This graduation project, therefore, uses an analogy between 


architectural language and (science) communication in 


order to design a form language that can comprehend 


complexity. It is believed that this form language can answer 


to shortcomings of common means of communication 


in dealing with complex problems in the field of science 


communication.


The graduation project consists of three parts:


• Part I: “Speaking architecture, a semiotic study toward 


understanding visual communication in architecture 


• Part II: “Speaking architecture, design and analysis of a 


multi-interpretational market space in Haarlem 


• Part III: “Speaking through form, an analogy between 


architectural form and communication to contribute to 


complex problem-solving processes 
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Figure 1 shows how the three research parts relate. Part I 


described the research for MSc Architecture. This research 


was part of the Explore Lab graduation studio. This part tried 


to understand visual communication in architecture. The 


framework of visual communication that derived from this 


research formed the foundation for the graduation design, 


described in Part II. The architectural meaning of the design 


of a Market Hall for Haarlem was later analysed using the 


same method as in Part I. Based on this fourth case study, 


the framework of architectural communication was refined. 


This review was necessary to better understand the subject of 


architectural communication in order to cross the border into 


the field of science communication. Part III, lastly, translates 


the way in which architecture communicates to the design of 


a form language. 


Research approach


The entire graduation project uses a design-based research 


approach. Figure 2 shows a schematic overview of the entire 


process, based on the Double Diamond model of the Design 


Council . 


There are five main steps in the design process of this 


graduation project:


GRADUATION PROJECT


3. Science Communication 
research


“Form language”


1. Architecture research
Speaking architecture


2. Architecture design
Multi-interpertational 


market space


ARCHITECTURE GRADUATION


Figure 1 Research outline
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1) Analysis. This phase is covered by the analysis of the 


case studies in Parts I and II of this graduation project.


2) Definition. Parts I and II defined a framework of 


architectural communication that formed the starting 


point for the design of the form language in Part III. 


3) Form Language. Based on the framework that derived 


from Parts I and III, a form language for commu-


nication is designed and described in Part III of the 


graduation project. 


4) Testing. The design is tested with the goal to better 


understand its use and to further develop the design. 


5) Synthesis. In the final research step, covered by Part 


III, the results of the tests are reflected upon and 


recommendations for further development of the form 


language are made.  


Reading guide


The entire graduation project (Parts I, II and III) from now 


on will be referred to as “graduation project”. Furthermore, 


when I write about “this research” or “this current research” 


this refers to the research part in which it is written. 


Throughout the three research parts, boxes give somewhat 


in depth information. These boxes can be recognised by their 


distinctive appearance, in the colour of the specific research 


part. 


Critical information is presented in each part so that the in-


dividual research parts can be read separately. Nevertheless, 


Parts II and III build strongly on the preliminary research. 


Parts I and II are written from an architectural perspective. 


Their focus in architectural inquiry and design. Readers who 
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are interested in the theoretical background of meaning in 


architecture (architectural language, semiotics in architec-


ture and gestalt theory) can best read Part I. Furthermore, 


this part also discusses the analysis of the architectural 


meaning of the Seagram Building, the AEG Turbine Factory 


and the Sint Bavo church in Haarlem. Readers who are 


interested in the architectural design for a multi-interpreta-


tional market space in Haarlem, as well as the analysis of its 


architectural meaning can best read Part II. Readers who are 


interested in how architecture communicates can best read 


Pars I and II combined, since Part II refines the conclusion 


of Part I. Finally, readers who are interested in the science 


communication focus of this research can confine themselves 


to reading Part III. This research part describes how the way 


in which architecture communicates is translated to a form 


language that can contribute to complex problem-solving 


processes. 
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