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P a r t  A :  S i t e  W r i t i n g  /  S l o w  L o o k i n g 

In i ta l t h o u g h t s:
As I approached Tottenham Court Road, I felt a blend of anticipation and curiosity. The area buzzes with 
an unmistakable energy—a fusion of history and modernity colliding in vibrant chaos. There are layers of 
untold tales waiting to be discovered at this site, which sits on the edge of Oxford Street, a well-known re-
tail destination worldwide. Despite this not being my first visit, I approached it with a different viewpoint and 
mindset—one as a designer seeking to value and assess the smaller details that might go unnoticed by a 
normal person or even by my past self as a local resident, focused on enjoying the shops and attractions. 

Walking further, I was drawn to the contrasts in materiality that the buildings presented. Some structures 
felt entirely new, with sharp lines and sleek finishes, while others were unmistakably old, weathered by time 
and steeped in history. Yet, most intriguing were those with multiple layers of materiality—palimpsests—
where the old and new intertwined, revealing glimpses of an evolving narrative. These buildings seemed to 
carry the weight of their past while cautiously stepping into the future, each layer telling its own story. 

Zooming in on 12 Oxford Street, the site I will be redesigning currently operates as a currency 
exchange. The building stands as an understated yet distinctive presence within the bustling 
urban landscape. Its narrow facade, marked by weathered brickwork, small windows, and a 
protective grille on the upper floor, quietly reflects its age and historical character. The building’s 
modest scale contrasts with the towering, glass-clad structures nearby, yet this contrast adds 
to its charm. The addition of modernised elements, such as large windows on the ground floor, 
hints at an evolving identity, where functionality meets the demands of contemporary commerce. 
Despite its size, the building holds its own within the layered fabric of the street, contributing to 
the broader narrative of temporal hybridity. 

The Site - 12 Oxford Street, W1D 2EU

Th o u g h t s o n m a i n s i t e:

After walking for a while, I found a quiet spot to pause and take in the view. After walking for some time I 
found a space to pause and observe, surrounded by various buildings and fewer people, yet with a clear 
view of the bustling street.Tottenham Court Road is full of contrasts, where the old and new meet in a 
dynamic, shifting way. Some areas feel enclosed, defined by narrow streets and dense surroundings, while 
others open up to light-filled spaces, full of movement and life. This balance creates a rhythm, guiding the 
flow and offering a variety of experiences for anyone passing through.                        
                                                             
The contrast between the old and new buildings is striking. The older structures, with their earthy 
brown tones, anchor the area in history, while the sleek, modern glass facades in whites and greys rep-
resent progress. Together, they create a cohesive design that blends the past and present, exemplifying 
temporal hybridity. The reflective glass not only mirrors its surroundings but also the heritage buildings 
beside it, symbolically connecting the old with the new. This fusion of eras creates a seamless and fluid 
experience as you move through the space, where history and modernity coexist. The dialogue between 
these contrasting structures supports a seamless experience by balancing the historical with the contem-
porary. The older buildings provide warmth, texture, and a connection to the area’s roots, while the newer 
additions introduce lightness, modernity, and a sense of forward motion. This temporal hybridity doesn’t 
erase the history of the site; instead, it celebrates it, integrating both eras into a shared narrative. 

As I stood here, I could feel how the constructed environment’s materiality, scale, and rhythm all worked 
together to produce a seamless experience. Tottenham Court Road is a place where the past influences 
the present and the present enriches the past, not a place of divide. This multi-layered hybridity embodies 
progression by respecting tradition while welcoming development. 

Ex p l o r i n g m y t h e m e Te m p o r a l Hy b r i d i t y i n m y s i t e w r i t i n g

6 7
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My site that i’m designing, 
my inital impressions when I 
saw it, I knew it was an old 
building because of its win-
dows. These detailing on the 
windows adds a unique touch 
to the design and embraces 
the heritage of the site.

While walking through 
Oxford Street, I noticed 
these small dots on the 
floor that seem subtle 
during the day, but at 
night, they transform into 
glowing, reflective circles, 
creating an artistic and 
dynamic quality to the 
pavement

Walking past Outernet’s 
striking facade, I was 
drawn to its reflec-
tive golden surface and 
brushed my hand against 
the cold, polished metal. 
Its smooth, perforated 
design added to its capti-
vating presence.

o u t e r n e t

I noticed the Swivel instal-
lation at St Giles Square 
and was intrigued by its 
rotating elements. As I 
got closer, it felt inviting 
and interactive, fitting 
naturally into the space 
and adding a unique touch 
to the surroundings.

St Gi l e s Sq u a r eo u t e r n e t

m i c r o :  z o o m e d  i n  d e t a i l s  i n  o x f o r d  s t r e e t

The flooring outside my 
site is cracked, starting to 
reveal its several layers, 
like a palimpsest. Each lay-
er tells a story, reflecting 
the time this site has en-
dured and the experiences 
it has gone through.

This zoomed-in photo I took 
of the urban alleyway high-
lights its narrowness and 
linearity, inspiring ideas for 
circulation. Its perspective 
demonstrates how compact 
spaces can feel dynamic and 
inviting. 

The Site - 12 Oxford Street, W1D 2EU

The facade’s natural aging pro-
cess and distinctive layers not 
only enhance its aesthetic appeal 
but also make it a living piece of 
art that resonates with both lo-
cals and tourists, making the site 
a focal point of interest on Ox-
ford Street.

Zo o m e d i n p h o to g r ap  h s o f m at e r i a l s s u r r o u n d i n g t h e s i t e

m i c r o :  z o o m e d  i n  d e t a i l s  i n  o x f o r d  s t r e e t

Certain aspects of the sites have 
evolved throughout time and 
hence appear more modern, while 
others have retained their origi-
nal textures and appearance. this 
images shows a zoomed in brick 
wall that appears to have aged in 
a beautiful way.

The diverse forms and patterns 
surrounding the site vividly cap-
ture its richness and broad scope, 
reflecting a dynamic blend of in-
fluences and styles.

The clash between old and new 
creates a juxtaposition that am-
plifies and enriches the design’s 
overall qualities. Cultural Layers 
and Storytelling- creates a mean-
ingful dialogue across eras.

10 11
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here i tried achieving a red corridor and entrance to  explore its effect 
on the raw material, aiming to achieve a glazing-inspired design for my 
design project. The red tones emphasize the brick texture, creating a 
glowing and immersive effect. The inclusion of an elderly figure highlights 
a user in my space, illustrating how this aesthetic treatment could impact 
and enhance the experience of busy streets like Oxford.

Through exploring sustainable, natural raw materials, I discovered how they trans-
form in appearance and form when light interacts with them. The raw textures, 
once illuminated, shift and take on new qualities, much like the glaze flowing and 
altering the surface of a donut. These materials, when exposed to light, reveal 
intricate patterns and glowing warmth, evolving in response to their surroundings. 
This interaction between materiality and light creates a dynamic, ever-changing 
experience, emphasizing the beauty and depth of sustainable materials in the space.

This image represents the raw, textured brick as a central material in my 
design. By adding light and incorporating elderly users into the composition, I 
aim to emphasize inclusivity and highlight the tactile, warm qualities of the ma-
terial. For me, this serves as a metaphor for creating spaces that age grace-
fully, much like the elderly themselves. The brick's texture and imperfections 
symbolize authenticity and history. I envision how light can interact with these 
surfaces to create warmth. This reflects my intent to blend functionality with 
emotional resonance in my design.  

Using a brick facade material  I captured during my site visit, I zoomed in to explore its raw tex-
ture and experimented with lighting to align with my design project concept. This process allowed 
me to analyze how light interacts with a raw material central to my design, enabling me to further 
explore conceptually. 

Zoomed in photographs of my clients site but also Located on Charing Cross Road, Donutelier is an artisanal 
bakery celebrated for its vibrant pastries and doughnuts. Widely regarded as London’s most famous donut 
shop, it has become a must-visit destination for locals and tourists alike, blending craftsmanship with indul-
gent flavors.

E x t e r i o rI n t e r i o r

The piping bag lighting 
in Donutlier is a clever 
lighting design feature that 
reflects the donut-making 
process. Made with frost-
ed materials and metallic 
accents, it’s arranged at 
varying heights to enhance 
branding, add visual inter-
est, and create a warm, 
inviting atmosphere within 
the space.

Zoomed in picture of the 
wall display for mer-
chandise in donutlier. its 
a  sleek and functional, 
featuring clean shelving 
and minimalistic accents. 
Strategically positioned 
lighting highlights the 
products, ensuring they 
stand out while integrating 
into the store's overall 
design and branding.

I captured a picture of 
a Donutelier order, 
showcasing the beautifully 
crafted donuts with intri-
cate designs and vibrant 
colors—perfectly Insta-
grammable. Each donut is 
a work of art, reflecting 
the brand’s dedication to 
exceptional quality and 
visual appeal.

I captured an image of the 
interior where the donuts 
are displayed behind a sleek 
brass-framed counter. The 
warm brass accents high-
light the donuts, creating 
an elegant display while 
allowing customers to view 
the freshly made treats as 
they pay.

I captured a view of the 
outdoor seating area at 
Donutlier, featuring a 
bench fitted along the 
wall. The simple, sleek de-
sign of the bench provides 
a spot for customers to 
sit, offering a great view 
of the surroundings while 
enjoying their donuts.

As I passed by the 
Donutlier storefront, 
I couldn’t miss the view 
of the chefs decorating 
the donuts through the 
shop window. It was this 
transparent interaction 
adds to the experience, 
allowing customers to 
watch the artistry behind 
each creation.

m i c r o :  z o o m e d  i n  d e t a i l s  D o n u t e l i e rm i c r o :  e x p l o r i n g  a  z o o m e d  i n 
b r i c k  m a t e r i a l  f r o m  t h e  s i t e
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I s  T e m p o r a l  H y b r i d it  y  a 
S e a m l e s s  N a r r a ti  v e  o r  a 

S e a m f u l  E x p e r i e n c e ? 

n e u e s m u s e u m e x p l o r e s architecture as a palimpsest
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Fo n d a z i o n e Pr a d a c o n t r a d i c t s t h r o u g h 
 Te m p o r a l Di s j u n c t i o n

FIG 1: AI image- prompt: A minimal yet layered digital collage reflecting temporal hybridity in architecture. Subtle overlays of 
aged stone, weathered plaster, and modern glass textures blend seamlessly, evoking a quiet dialogue between past and pres-
ent. Faded architectural sketches and delicate material transitions create a palimpsest effect, inspired by the Neues Museum, 
Fondazione Prada, and Carlo Scarpa’s Castelvecchio. The color palette remains muted, balancing warm, timeworn surfaces with 
cool contemporary tones for a soft, understated composition.

FIG 1: AI image

2 .  C  R  I  T  I  C A  L  C O N T E X T 



1716

ABSTRACT  

“Hybridity is the revaluation of the assumption of identity through the repetition of 
difference, the displacing of time to create a new cultural meaning.”1 Temporal hybridity 
in architecture arises when multiple historical periods inhabit a single space, generating 
complex interactions that enrich both time and meaning. By layering diverse architectural 
styles, materials, and cultural narratives, temporal hybridity allows each layer to contribute 
uniquely to a cohesive story, giving architecture an abstract identity rooted in its history 
yet distinct in the present. 

Building on this conceptual foundation, this paper examines three case studies that illus-
trate the diverse expressions of temporal hybridity: the Neues Museum in Berlin, which 
treats architecture as a palimpsest; Fondazione Prada in Milan, where juxtaposed old and 
new structures evoke temporal disjunction; and Carlo Scarpa’s Castelvecchio in Verona, 
which brings memory and trauma to the forefront of design. By examining how architec-
tural choices shape these interactions, the study reveals how hybrid spaces disrupt tradi-
tional historical narratives and highlight the evolving relevance of historical identity today, 
raising the question Is temporal hybridity a seamful experience or a seamless narrative?

The findings demonstrate that temporal hybridity not only preserves historical marks but 
also encourages new perspectives on space, underscoring that the past is never truly 
erased. “I believe that architecture is about finding a balance between preserving the 
past and creating for the future. Each layer adds meaning to the space.”2 Ultimately, this 
research highlights how temporal hybridity enriches our understanding of cultural heritage 
by illustrating the dynamic relation of history and identity within architectural practice.  

1	 Bhabha, H.K. (1994). The location of culture. London; New York: Routledge. 

2	 Zumthor, P. (2010) Atmospheres: Architectural Environments, Surrounding Objects. Basel: 
Birkhäuser. 

FIG 2: AI image- prompt: A minimal yet layered digital collage reflecting temporal hybridity in architecture. Subtle overlays of aged stone, weathered 
plaster, and modern glass textures blend seamlessly, evoking a quiet dialogue between past and present. Faded architectural sketches and delicate 
material transitions create a palimpsest effect, inspired by the Neues Museum, Fondazione Prada, and Carlo Scarpa’s Castelvecchio. The color palette 
remains muted, balancing warm, timeworn surfaces with cool contemporary tones for a soft, understated composition.

intro 
Architecture is more than just a collection of walls and structures—it is a living record 
of time. Buildings don’t simply exist; they shape and are shaped by the passage of time. 
Time is not just an added layer to architecture but a fundamental part of its structure 
and meaning.  In architectural discourse, temporal hybridity emerges as a compelling 
concept, where different historical periods overlap within a single space. The layering of 
styles, materials, and cultural allusions provides a continuing discussion between past and 
present, allowing each age to contribute distinctively to the narrative.3

Temporal hybridity—where various historical eras coexist in one space—emerges as a 
powerful concept in architecture. A continuous dialogue between the past and present is 
produced by the layering of styles, materials, and cultural references, enabling each layer 
to add distinctively to a location's narrative. As Dillon insightfully notes, "architecture 
stands the test of time," serving as both a witness to and a participant in the ongoing 
evolution of culture.4 In this context, temporal hybridity encourages us to reconsider how 
the past is reinterpreted in contemporary design, creating a more profound engagement 
with the spaces we inhabit. However, this theory does not always correspond with its 
actual implementation, even though temporal hybridity is idealised as a seamless merging 
of time.  Often, it reveals itself as a more complex and fractured experience than antic-
ipated. The deliberate fragmentation of time within a location where multiple historical 
periods collide and coexist in tension is known as temporal disjunction, as opposed to the 
seamless integration of time. Instead of blending past and present, temporal disjunction 
exposes the stark contrasts between eras, disrupting conventional narratives of continuity. 
Outka notes, temporal hybridity can be "both sign and symptom of trauma," revealing the 
profound challenges of reconciling the past with the present.5 This dissertation addresses 
the question: Is temporal hybridity A Seamful Experience or Seamless Narrative?

3	 Leatherbarrow, D. (2021) ‘Proposing precedents: Rafael Moneo’s Museo Nacional de Arte Romano de 
Mérida’, in Building time: Architecture, event, and experience. Bloomsbury Visual Arts, pp. 181–202. Available at: 
https://doi.org/10.5040/9781350165229.ch-011
4	 Dillon, B. (2014) Ruin Lust. London: Tate Publishing.
5	 Outka, E. (2011) ‘Trauma and Temporal Hybridity in Arundhati Roy’s The God of Small Things’, Con-
temporary Literature, 52(1), pp. 21–53. Available at: https://doi.org/10.1353/cli.2011.0019 (Accessed: 9 March 
2025).
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C a s e  S t u d y  1 :  N e u e s  M u s e u m : 

A r c h i t e c t u r e  a s  a

 p a l i m p s e s t 

Figure 3: David Chipperfield, Neues Museum section through the Greek 
courtyard 1997-2009, Berlin, 2013 (Photographed) (A&U:architecture & 
urbaism n1).

Through the case studies of the Neues Museum, Fondazione Prada, and Castelvecchio, this 
research will explore whether the combination of historical layers leads to a harmonious 
architectural experience or whether it results in a fragmented, unsettling space. These case 
studies provide valuable insights into how different historical periods are either harmonised 
or disrupted in contemporary architecture. While juxtaposition—the combination of old and 
new—is a common practice in architectural design, it raises a critical question: does this 
blending of times reflect a genuine respect for history, or does it risk distorting or over-
simplifying the past? By delving into these case studies, this essay will investigate whether 
the overlaying of historical layers truly preserves or enriches the original narratives of these 
spaces or whether it unintentionally disrupts the intended historical continuity. Ultimately, 
the aim is to examine whether architects’ use of temporal hybridity offers an authentic 
reinterpretation of history or if it challenges our understanding of time, space, and memory.
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This analogy underscores how architecture embodies history through its evolving forms and 
functions, transforming while retaining traces of its original identity.  The term palimpsest refers 
to a surface where writing has been erased to make room for new text. Just as architects work 
on superimposed sheets of trace paper, buildings transform through modifications while retaining 
their original essence provides a compelling metaphor for this process.3 Architectural theorist Ke 
Leng Tran explains that in palimpsests, erasure does not fully eliminate prior narratives but leaves 
“ghostly reminders” beneath the surface, much like historical layers in buildings. Medieval manu-
scripts, often written on durable parchment, were scraped clean to permit new writing, yet traces 
of the old text persisted, intertwining past and present. Similarly, in architecture, a palimpsest 
refers to the coexistence of previous meanings, new meanings, and hybrid interpretations that 
emerge from their interaction.6

6	 Tran, Ke Leng (2011). Architecture as palimpsest : a strategy of intermediacy. Toronto Metropolitan Univer-
sity. Thesis. https://doi.org/10.32920/ryerson.14656560.v1

Figure 5: Giovanni Chiaramonte, Neues Museum Island Ariel 
view, Berlin, Germany, 1985, (Photographed) (David Chipperfield 
Architects).

Figure 6: David Chipperfield and Julian Harrap, Neues Museum, Berlin, 
Germany, 2009 (Photographed) (David Chipperfield Architects).

Bui ld ings, l ike layered texts,  rewri te their  stor ies over t ime, wi th each concealed layer 
reveal ing a narrat ive of  i ts  era.  Through whispers of  h istory,  resi l ience speaks, merging 
old scars to shape what st i l l  breathes. What untold stor ies l ie hidden beneath the sur-
face? What t ruths are wai t ing to be uncovered within the remnants of  the past? 

Figure 4: David Chipperfield and Julian Harrap, Neues Museum, Berlin, 2009 (Photographed) (David Chipperfield Architects).

“The new reflects the lost without imitating it”. -david chipperfield

Figure 7: David Chipperfield, Neues Museum 
section through the Greek courtyard 
1997-2009, Berlin, 2013 (Photographed) 
(A&U:architecture & urbaism n1).

Figure 8: David Chipperfield, Neues Museum 
section through the Greek courtyard 
1997-2009, Berlin, 2013 (Photographed) 
(A&U:architecture & urbaism n1).

Figure 9: David Chipperfield, Neues Museum 
model 1997-2009, Berlin, Germany,  
1998 (Photographed) (David Chipperfield 
Architects).

The Neues Museum highlights the architectural palimpsest 
concept, presenting multiple perspectives that conserve histor-
ical traits while broadening modern viewpoints.  By juxtaposing 
remnants of destruction with innovative design, the museum 
implies a dialogue between past and present, deepening visitors’ 
understanding of its layered history. This case study examines 
how the Neues Museum embodies the palimpsest concept and 
demonstrates temporal hybridity as a seamless design

Originally designed by Friedrich August Stuler, the Neues Muse-
um was constructed between 1841 and 1859 as part of Berlin’s 
Museum Island. However, it suffered extensive damage during 
World War II, leaving it in ruins and exposed to natural decay for 
decades. Reconstruction efforts only began in earnest following 
German reunification in 1990, highlighting the cultural and his-
torical significance of the site.7 The project was given to Julian 
Harrap and David Chipperfield Architects in 1997. After twelve 
years of meticulous work, the museum reopened in 2009, 
showcasing Berlin’s resilience and its ability to reconcile historical 
trauma with contemporary renewal.8 The architects adopted a 
philosophy that emphasised ecological preservation, ensuring the 
building’s historical essence remained intact while incorporating 
modern features to meet contemporary needs. Berlin—a city 
marked by division and scars. Its restoration reflects a com-
mitment to honoring this layered identity, offering visitors an 
experience where memory and innovation coexist.9

7       Barndt, K. (2011) ‘Working through Ruins: Berlin’s Neues Museum’, 
The Germanic Review: Literature, Culture, Theory, 86(4), pp. 294–307. doi: 
10.1080/00168890.2011.618439.

8	 Brooker, P.G. (2018). Re-readings 2: Interior Architecture and the 
Design Principles of Remodelling Existing Buildings. [online] Academia.edu. 
Available at: https://www.academia.edu/90523840/Re_readings_2_Interi-
or_Architecture_and_the_Design_Principles_of_Remodelling_Existing_Buildings 

9	 Barndt, K. (2011) ‘Working through Ruins: Berlin’s Neues Museum’, 
The Germanic Review: Literature, Culture, Theory, 86(4), pp. 294–307. doi: 
10.1080/00168890.2011.618439.

https://doi.org/10.32920/ryerson.14656560.v1
 https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_Principles_of_
 https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_Principles_of_
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The Palimpsest Nature of the Museum 

The Neues Museum’s design effectively captures the concept of a palimpsest. It’s a dynamic system in which 
one historical layer interacts with the next, much like an erased and rebuilt manuscript. The museum’s past 
and present coexist, each shaping how we perceive and experience the space. Like a “living document,” 
it evolves over time, reflecting both its storied past and the new meanings assigned to it.10 Architectural 
theorist Brooker suggests that the power of an existing building lies in its ability to fuse past, present, and 
future. The Neues Museum exemplifies this fusion, as historical structure is preserved while new elements are 
integrated. The result is a manifestation of temporal hybridity, where modern interventions don’t erase history 
but become part of its evolving narrative.11 In this way, the museum is not just a space that layers history; it 
becomes a rich, layered narrative, where materials, styles, and stories from different periods come together to 
form a hybrid experience. The museum itself becomes a bricolage—a space where diverse elements coexist, 
creating an intricate, interconnected story that spans eras. 12

10	 Brooker, P.G. (2018). Re-readings 2: Interior Architecture and the Design Principles of Remodelling Existing Buildings. [on-
line] Academia.edu. Available at: https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_Princi-
ples_of_Remodelling_Existing_Buildings

11        Old buildings as palimpsest : Progressive Architecture 11 :76

12    Irénée Scalbert and 6A Architects (Firma (2013). Never modern. Zürich: Park Books.

Figure 10: Johannes Bennke and Achim Kleuker,  Neues Museum, Berlin, 2009 
(Photographed) (David Chipperfield Architects). Showcasing the layers

Figure 11: David Chipperfield, Neues 
Museum 1997-2009, Berlin, Germany, 
1998 (Photographed) (David Chipperfield 
Architects).

22

The Neues Museum serves as a powerful embodiment of the palimpsest concept, where the scars of 
past conflicts coexist with modern restorations, creating a dialogue across time. These visible traces 
of destruction—remnants of war—interact with the building’s contemporary elements, offering vis-
itors a layered experience that invites reflection on both historical trauma and resilience. According 
to architectural theorist Rodolfo Machado, palimpsestic buildings like the Neues Museum represent 
a “juxtaposition and co-presence” that highlights the persistence of original forms alongside the 
transformative influence of later changes. Recognizing buildings as palimpsests allows designers to 
analyze historical layers, offering insights into how to honor the past while embracing change. This 
perspective highlights the importance of context in design decisions, showing how past, present, and 
future can coexist meaningfully.13

13         Old buildings as palimpsest : Progressive Architecture 11 :76

Figure 12: Johannes Bennke and Achim Kleuker,  Neues Museum close up view of wall, Berlin, 2009 (Photographed) (David 
Chipperfield Architects).

Figure 13: Johannes Bennke and Achim Kleuker,  Neues Museum South elevation, Berlin, 2009 (Photographed) (David 
Chipperfield Architects).

Figure 14: Johannes Bennke and Achim Kleuker,  Neues Museum, Berlin, 2009 (Photographed) (David Chipperfield Architects). 
Showcasing the layers

23

http://: https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_Principles_of
http://: https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_Principles_of
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The restoration of the Neues Museum significantly altered key areas, especially the Egyptian Mu-
seum and the Great Hall. In the Egyptian Museum, which houses the renowned statue of Nefertiti, 
restorers strategically modernise the exhibition spaces while still honoring the museum’s historical 
significance.14

14	 Neues Museum / David Chipperfield Architects + Julian Harrap” 28 Apr 2011. ArchDaily. <https://www.
archdaily.com/127936/neues-museum-david-chipperfield-architects-in-collaboration-with-julian-harrap> ISSN 0719-8884

Figure 18: David 
Chipperfield, Neues 
Museum 1997-
2009, Berlin, 1998 
(Photographed) 
(David Chipperfield 
Architects).

Modern materials, such as large-format precast concrete, 
are introduced into new exhibit spaces, blending a con-
temporary design philosophy with the museum’s historical 
context. This juxtaposition of materials not only respects 
the museum’s past but also pushes the boundaries of 
how historical collections can be displayed in a modern 
light. In the Great Hall, a similar strategy is employed: the 
historical plan and spatial organization are preserved, but 
new architectural components are carefully introduced. 
This intervention subtly reshapes the hall’s identity, en-
hancing its original form while ensuring its relevance for 
contemporary visitors. The integration of modern features 
within the existing structure invites a rethinking of how 
we engage with heritage, where the presence of the past 
is not static but in continuous dialogue with the present. 
This approach encourages users to reflect on both the 
continuity and evolution of architectural practice, particu-
larly in relation to the scars of war.15

15	 Lomholt, I. (2022). Neues Museum Building Berlin: David 
Chipperfield - e-architect. [online] e-architect. Available at: https://
www.e-architect.com/berlin/neues-museum-building?utm_content=c-
mp-true#google_vignette

Figure 17: David Chipperfield, Neues Museum 
Monumental staircase 1997-2009, Berlin, Germany, 2009 
(Photographed) (David Chipperfield Architects).

Figure 16: neues Museum monumental staircase 
David Chipperfield Architects between 1999 and 

Figure 15: David Chipperfield, Neues Museum section 
through staircase hall 1997-2009, Berlin, 2013 
(Photographed) (A&U:architecture & urbaism n1).

Restoration and Transformation Figure 19: 
Johannes 
Bennke and 
Achim Kleuker,  
Neues Museum 
Exhibition 
rooms, Berlin, 
Germany, 2009 
(Photographed) 
(David 
Chipperfield 
Architects).

Figure 20: 
Johannes 
Bennke and 
Achim Kleuker,  
Neues Museum 
Exhibition 
rooms, Berlin, 
Germany, 2009 
(Photographed) 
(David 
Chipperfield 
Architects).

Figure 23: David 
Chipperfield, 
Neues Museum 
Exhibition rooms 
1997-2009, Berlin, 
Germany, 2009 
(Photographed) 
(David Chipperfield 
Architects).

Figure 24: 
Johannes Bennke 
and Achim 
Kleuker,  Neues 
Museum Exhibition 
rooms, Berlin, 
Germany, 2009 
(Photographed) 
(David Chipperfield 
Architects).

“  a new bui ld ing that,  whi le made of  f ragments of  the 
old,  once again aspires to a completeness.”

The Neues Museum’s preserved World War II scars empha-
sise its temporal hybridity, blending visible destruction with 
restored sections. These traces of damage—cracked walls 
and exposed bricks—serve as enduring reminders of Berlin’s 
turbulent history. Beyond memorialisation, they contribute to 
the building’s identity as a narrative of resilience, sparking 
reflection on how war reshaped both society and architecture. 
By intentionally leaving some scars visible, the museum invites 
visitors to connect with its layered history and consider how 
destruction can coexist with renewal.16 Gerhard Hoya critiques 
“reconstruction with abstract means,” a concept that res-
onates with the museum’s approach, as it retains historical 
traces to shape a deeper understanding of the past’s role in 
defining identity. The visible remnants create a dialogue be-
tween eras, where each element, whether preserved or rebuilt, 
carries emotional weight.17 As visitors explore the museum, 
they encounter architectural features from various historical 
periods, creating a sense of temporal continuity. This layered 
narrative invites interpretation, where the blend of past and 
present may be seen as a seamless design honoring history or 
as a fragmented experience evoking trauma.

16	 Lorenz, W. (1999). Construction Hlstory Val. Classicism and 
High Technology - the Berlin Neues Museum ,  15. Available at: https://
www.arct.cam.ac.uk/system/files/documents/chs-vol.15-pp.39-to-55.pdf

17	 Haberle, H. (2009). Geist und Gegenwart - DABonline | 
Deutsches Architektenblatt. [online] DABonline | Deutsches Architekten-
blatt. Available at: https://www.dabonline.de/architektur/geist-und-gegen-
wart/ 

Figure 21: Johannes Bennke and Achim Kleuker,  
Neues Museum South elevation, Berlin, 2009 
(Photographed) (David Chipperfield Architects).

Figure 22: David 
Chipperfield, 
Neues Museum 
Exhibition rooms 
1997-2009, Berlin, 
Germany, 2009 
(Photographed) 
(David Chipperfield 
Architects).

https://www.archdaily.com/127936/neues-museum-david-chipperfield-architects-in-collaboration-with-ju
https://www.archdaily.com/127936/neues-museum-david-chipperfield-architects-in-collaboration-with-ju
https://www.e-architect.com/berlin/neues-museum-building?utm_content=cmp-true#google_vignette [Acces
https://www.e-architect.com/berlin/neues-museum-building?utm_content=cmp-true#google_vignette [Acces
https://www.e-architect.com/berlin/neues-museum-building?utm_content=cmp-true#google_vignette [Acces
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Figure 29: sc, H.  Greek courtyard with monumental freeze. Available at: https://
dominikgehl.com/berlin-neues-museum.

Figure 28: Johannes Bennke and Achim Kleuker, Neues 
Museum South elevation, Berlin, 2009 (Photographed) 
(David Chipperfield Architects).

The Neues Museum’s restoration reflects the balance between preser-
vation and innovation. The addition of glass roofs over the courtyards 
respects the historical structure while introducing modern elements 
symbolizing openness and renewal. The transparency floods the inte-
riors with natural light, highlighting the historical layers while creating 
a contemporary, inviting space. One striking example is the staircase, 
reinterpreted with modern materials to link the building’s classical past 
with its present form. The museum’s palimpsestic nature is embod-
ied in its mosaic flooring, which blends ancient and new pieces. This 
design invites visitors to reflect on how architecture bridges the gap 
between history’s reality and its symbolic significance, honoring the 
past without being contradicted by the modern need for innovation.19

18	 Etherington, R. (2009). Neues Museum by David Chipperfield Architects 
and Julian Harrap Architects. [online] Dezeen. Available at: https://www.dezeen.
com/2009/03/04/neues-museum-by-david-chipperfield-architects-and-julian-harrap-ar-

chitects/. 

Figure 31: David Chipperfield, Neues 
Museum Detail egyptian courtyard 
1997-2009, Berlin, 2013 (Photographed) 
(A&U:architecture & urbaism n1).

Figure 25: David Chipperfield, Neues Museum section through the Greek courtyard 
1997-2009, Berlin, 2013 (Photographed) (A&U:architecture & urbaism n1).

Figure 30:  Simon, J. (n.d.). https://davidchipperfield.com/
projects/james-simon-galerie#modal:project-details.

The Neues Museum embodies the layered complexity of temporal hybridity, curating its ruins to tell 
a story of war, loss, and renewal. As Harbison asserts, “ruins do not simply recall the past; they 
retell it,” and the museum demonstrates this through its intentional preservation of fragments, 
seamlessly integrated with modern interventions. This approach creates an experience where visi-
tors traverse a living palimpsest, with every fragment contributing to a multi-layered narrative. The 
museum challenges traditional notions of architectural continuity, treating its layers as evolving wit-
nesses rather than static relics. These historical traces, however, are frozen in time by the muse-
um, raising Harbison’s concern that preservation risks halting the organic transformation of ruins.19 

Ultimately, the museum’s palimpsestic nature reveals temporal hybridity as an ongoing process, 
where past and present are conveyed to be a seamless experince.

19	 Harbison, R. (2015) Ruins and fragments: tales of loss and rediscovery. 1st edn. London: Reaktion Books.

North Elevation

West Elevation

Figure 32: Johannes Bennke and Achim Kleuker,  Neues Museum North elevation, 
Berlin, 2009 (Photographed) (David Chipperfield Architects).

Figure 33: Johannes Bennke and Achim Kleuker,  Neues Museum West elevation, 
Berlin, 2009 (Photographed) (David Chipperfield Architects).

Figure 34: Johannes Bennke and Achim Kleuker,  Neues 
Museum site map, Berlin, 2009 (Photographed) (David 
Chipperfield Architects).

 https://www.dezeen.com/2009/03/04/neues-museum-by-david-chipperfield-architects-and-julian-harrap-a
 https://www.dezeen.com/2009/03/04/neues-museum-by-david-chipperfield-architects-and-julian-harrap-a
 https://www.dezeen.com/2009/03/04/neues-museum-by-david-chipperfield-architects-and-julian-harrap-a
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C a s e  S t u d y  2 :  Carlo Scarpa’s              
Castelvecchio

                                   Explores Memory and trauma 

Figure 36:

carlo scarpa castelvecchio: https://archiviocarloscarpa.it/en/

Figure 37: carlo scarpa castelvecchio montage



3130

This unique interplay between history, 
memory, and architecture forms the es-
sence of Scarpa’s design for Castelvec-
chio. By acknowledging the trauma of 
the building’s past while embracing its 
future, Scarpa creates a space where 
past and present are not in conflict but 
rather inform and complete each other. 
However, this dialogue is not without 
complexity: while Scarpa’s architecture 
encourages memory and reflection, it 
also confronts visitors with trauma, 
introducing a "seamful" experience that 
highlights the challenges of fusing past 
and present. This essay explores how 
the design of Castelvecchio triggers 
memory and reflection, balancing be-
tween seamless hybridity and the unre-
solved tensions of historical trauma. 

Castelvecchio’s walls bear the quiet traces of time, where each fracture and seam holds the memory of its 
past. Scarpa’s hand reveals, rather than erases, allowing the building’s wounds to coexist with its healing. 
In this layered space, the past and present merge, not as opposing forces but as an unfolding continuity, 
where every element speaks of its journey through time.  

Scarpa’s restoration of Castelvecchio reflects his reverence for the building’s layered history. 
Originally a medieval fortress of the Scaligeri family, later transformed into a Renaissance palace, 
and subsequently altered during the Napoleonic era, the building embodies centuries of use and 
reinvention.20 Scarpa approached this historical complexity not as a problem to solve but as an 
opportunity to reveal and celebrate. His interventions aimed to “expose the scars of time without 
attempting to mask their presence,” allowing the museum to serve as a dialogue between the 
eras.21 

20         Carullo, V. (2024). Scarpa at Castelvecchio revisited. [online] Ribaj.com. Available at: https://www.ribaj.
com/culture/parting-shot-castelvecchio-carlo-scarpa-riba-collections-heritage-italy.
21	 Dal Co, F., Mazzariol, G. and Scarpa, C. (1986) Carlo Scarpa : the complete works. Milan: Electa.

Figure 39: Section & Elevation, Museo di Civico Castelvecchio, Verona, Italy, RISD 
2009 ( Source | Accessed : October 28, 2017 )

Figure 38:  Internal Facade. Available at: http://www.veronissima.com/sito_inglese/
html/tour-museums-castelvecchio-scarpa.html.

22	 Coleman, N. (2020). Time silted up: 
Scarpa at the Gipsoteca Canoviano (1955–
57) and Museo di Castelvecchio (1957–75). 
In Materials and meaning in architecture: Es-
says on the bodily experience of buildings 
(pp. 63–91). London: Bloomsbury Visual Arts. 
doi:10.5040/9781474287760.0011 Available at: 
https://doi.org/10.5040/9781474287760.0011.
23	 Harbison, R. (2015) Ruins and frag-
ments : tales of loss and rediscovery. 1st ed. Lon-
don, England: Reaktion Books.
24       Los, S. and Frahm, K. (1994) Carlo Scarpa. 
Köln: Benedikt Taschen. 

Scarpa removed decorative frescoes and painted 
wooden ceilings from the 1920s, which he believed 
obscured the building’s true character.22 Instead, he 
revealed raw textures, including original stone walls 
and war damage. This act of unveiling did not erase 
the building’s past but emphasised its history. As 
Harbison conveys, “Scarpa’s designs for Castelvecchio 
allow visitors to experience the museum not just as a 
place for exhibiting art, but as a space where histo-
ry, memory, and reflection are deeply intertwined.”23 
However, Scarpa’s approach does not resolve histori-
cal tension entirely. The deliberate exposure of scars 
and ruptures invites visitors to confront the trau-
ma embedded within the space. The juxtaposition of 
modern interventions with historical elements creates 
moments of friction, highlighting the unresolved na-
ture of the building’s layered history.24 This suggests 
that Scarpa’s architecture aims for a seamless blend 
but acknowledges the impossibility of fully reconciling 
past and present, offering a “seamful” hybridity that 
embraces discomfort.

Figure 41: Atelier 
XYZ, Castelvecchio 
Museum The East wing 
courtyard, Italy, 2017 
(Photographed).

Figure 42: Atelier XYZ, 
Castelvecchio Museum 
The East wing, Italy, 
2017 (Photographed).

Figure 43: Floor Plans, Castle, Castlevecchio Museum, Renovated by Carlo Scarpa,1973. 
Photographer: Peter Guthrie & Olga y Gómez )

Figure 40: Luca Onibonni, Castelvecchio Museum, Italy, 
2014 (Photographed).
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Spatial and Material Analysis 

Scarpa’s interventions at Castelvecchio seamlessly blend the old 
and new, allowing each era to stand on its own while contributing 
to a continuous narrative. As Tzortzi notes, “Scarpa’s reorganisa-
tion of space creates a dialogue between the past and the pres-
ent, where each element evokes a different historical moment.” 
This approach celebrates the past, with distinct historical layers 
transitioning into an ongoing conversation between eras. 24

One of the most striking aspects of Scarpa’s intervention is the 
placement of the Cangrande statue in the central courtyard. Ele-
vated on a modern concrete plinth, the statue contrasts with its 
historic surroundings, emphasising its fragmentary status Harbi-
son writes, “The scars left by the past are not concealed but 
celebrated, amplifying the fragmentary nature of history.”25 The 
statue’s dislocation from its original context draws attention to 
the losses of the past while celebrating what endures, offering 
a poignant reminder of the passage of time. This act of preser-
vation alongside disruption could suggest that temporal hybridity 
is not a seamless fusion but a “seamful” experience, where the 
layers of time coexist with the discomfort of their contrasts.26

24       Carullo, V. (2024). Scarpa 
at Castelvecchio revisited. [online] 
Ribaj.com. Available at: https://
www.ribaj.com/culture/part-
ing-shot-castelvecchio-carlo-scar-
pa-riba-collections-heritage-italy. 

25	 Harbison, R. (2015) 
Ruins and fragments : tales of loss 
and rediscovery. 1st ed. London, 
England: Reaktion Books.

26	 TZORTZI, K.2004. 
Building and exhibition layout: 
Sainsbury Wing compared with 
Castelvecchio. Arq : Architectur-
al Research Quarterly, 8(2), pp. 
128-140. https://www.proquest.
com/trade-journals/carlo-scarpa-ar-
chitect-intervening-with-history/
docview/213399899/se-2?accoun-
tid=12441

Figure 44: Castelvecchio Museum.  Available at: http://www.valentinacasalini.com/sito/commissions-2/architecture/castelvecchio-museum_-vero-
na/.

Figure 45: Castelvecchio Museum sketches: Available at: http://www.veronissima.com/sito_inglese/html/tour-museums-castelvecchio-scarpa.html.

Scarpa’s use of materials further underscores temporal hybridity. By combining modern materials 
such as concrete, steel, and glass with the traditional stone and brick of the original structure, 
Scarpa creates a layered aesthetic that blends preservation with innovation. As Crippa and Rando-
lin state, “Scarpa’s use of contrasting materials highlights the individuality of each historical layer 
while integrating them into a cohesive whole.” The raw textures of the new materials heighten the 
character of the old, creating a deep connection between past and present. However, this contrast 
also emphasises fractures within the building’s history, where memory and trauma remain visible.27

“The architecture amplifies the tension between memory and trauma, where the past both endures 
and remains fragile.” Harbison here portrays this juxtaposition of old and new can be seen as a 
"seamful" blend, where the passage of time is both celebrated and mourned, creating a space that 
invites both reflection and discomfort. The complexity of Scarpa’s material choices not only cre-
ates a dialogue between past and present but also highlights the challenges inherent in reconciling 
history with modernity.28

27        Crippa, M.A. and Loffi Randolin, M. (1986) Carlo Scarpa : theory, design, projects. Cambridge, Mass. ; MIT 
Press.

28	 Harbison, R. (2015) Ruins and fragments : tales of loss and rediscovery. 1st ed. London, England: Reaktion 
Books.

Figure 50: 
Luca Onibonni, 
Castelvecchio 
Museum, Italy, 2014 
(Photographed).

Figure 46: Luca Onibonni, Castelvecchio Museum, Italy, 2014 (Photographed). Figure 47: Luca Onibonni, Castelvecchio Museum, Italy, 
2014 (Photographed).

Figure 49: Entry 
Door Detail, Scarpa 
Restoration of the 
Museo Civico di 
Castelvecchio, Vero-
na, Italy. 
(Photographer: Bruce 
Berkow)

Figure 48: Entry 
Door Detail, Scar-
pa Restoration of 
the Museo Civico 
di Castelvecchio, 
Verona, Italy. ( 
Photographer: 
Bruce Berkow )
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Figure 52: Luca Onibonni, Castelvecchio Museum, Italy, 2014 (Photographed).

Figure 51: Cangrande Statue Federico Puggioni, Castelvecchio Museum, Italy, 2014 (Photographed).

Figure 53: Luca Onibonni, Castelvecchio 
Museum, Italy, 2014 (Photographed).

Figure 54: Ceiling Detail, 
Scarpa Restoration of the 
Museo Civico di Castelvecchio, 
Verona, Italy.(Photographer: 
Bruce Berkow)

Figure 55: Atelier 
XYZ, Castelvecchio 
Museum The East wing 
facade door, Italy, 2017 
(Photographed).

Figure 56: Atelier 
XYZ, Castelvecchio 
Museum The East wing 
facade door, Italy, 2017 
(Photographed).
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Memory, Trauma, and Reflection 

At Castelvecchio, Scarpa’s design embraces themes of memory and trauma, celebrating the 
building’s scars—both literal and metaphorical—to invite visitors to confront the complexities of 
history. By exposing these marks, he creates a space where the past is acknowledged in its full 
complexity, rather than romanticised.

The dual nature of Scarpa’s design—both seamless and seamful—is exemplified in the treatment 
of the museum’s interior spaces. The fragmented layout, with its layered materials and carefully 
positioned exhibits, creates a sense of continuity while also highlighting the fractures of history.29

For some visitors, this interplay between past and present may evoke a sense of unity; for others, 
it may amplify the feeling of loss. Harbison suggests, “The unresolved tensions in Scarpa’s design 
reflect the complexities of memory and trauma, where history is both a source of inspiration and a 
reminder of fragility.”30 Similarly, Roy examines the fragmented nature of time in The God of Small 
Things, describing how the past persistently intrudes on the present, underscoring the difficulty of 
reconciling different temporal moments. This constant invasion of history mirrors the complex and 
layered design of Castelvecchio, where the past remains a disruptive yet integral force. He further 
emphasises the challenge of recovering the past, suggesting that the desire to “experience the 
present, rather than simply remember the past” aligns with the way Scarpa’s architecture encour-
ages visitors to face the ongoing presence of historical trauma, revealed through the building’s 
physical scars.31

29     Crippa, M.A. and Loffi Randolin, M. (1986) Carlo Scarpa : 
theory, design, projects. Cambridge, Mass. ; MIT Press.

30	 Harbison, R. (2015) Ruins and fragments : tales of loss 
and rediscovery. 1st ed. London, England: Reaktion Books.

31       Roy, A. (2011). The God of Small Things. Vintage Canada.

Figure: 58:  Castelvecchio, Verona: detail of the main 
courtyard

Figure: 57 Centuries-old original military building. 

Scarpa’s work at Castelvecchio Museum embodies 
temporal hybridity, functioning both as a historical 
monument and a living space. By celebrating the vis-
ible marks of time, Scarpa challenges the notion that 
history should be concealed, integrating these layers 
into the building’s ongoing narrative.32 As De Marchi 
states, ‘Scarpa’s architecture does not erase the past 
but instead incorporates layers of history into a con-
tinuous present.’ Castelvecchio becomes a site where 
memory and trauma are actively engaged, with scars, 
ruptures, and material contrasts that provoke reflec-
tion on the building’s layered history. These elements 
highlight unresolved historical trauma, creating an 
experience that is both seamless and seamful. From 
the viewer’s perspective, this tension between the 
seamless and the seamful is felt subjectively.33

The integration of history and modernity can either 
appear as a smooth, continuous flow or an unsettled 
fracture. Roy’s observation that ‘the past continues 
its relentless invasion’ echoes through the design, as 
the scars of history are not just decorative but serve 
as visible reminders of trauma.34 Castelvecchio thus 
becomes a space where memory, trauma, and mo-
dernity coexist—creating a delicate balance between 
continuity and fracture. It raises the question of 
whether memory and trauma are seamlessly integrated 
or if the scars of time create a fragmented experi-
ence, inviting reflection on the complexities of past 
and present.” 

32      McCarter, R. and Scarpa, C. (2013) Carlo Scarpa. London: 
Phaidon Press.

33       De Marchi, A., 2006. Carlo Scarpa: Layered Time and 
Place. Almquist & Wiksell International.

34      Roy, A. (2011). The God of Small Things. Vintage Can-

ada.

Figure 59: Luca Onibonni, Castelvecchio 
Museum, Italy, 2014 (Photographed).

Figure 60: Atelier XYZ, Castelvecchio Museum, 
Italy, 2017 (Photographed).
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Case study 3:  Fondazione Prada in Milan     
Conveys 

Temporal Disjunction

A collision of eras, where past and present oppose, Cold glass meets weathered walls, as time’s fracture 
shows. Shadows pulse with memories, haunting and deep, Hybrid in intent, disjointed in sweep. What’s left 
behind, and what’s yet to be, In the space between then and now, we see, Where time never settles, nor 
history stands still, An echo reshapes, bending to its will.

Figure 64: Bas Princen, Fondazione Prada section, Italy, 2015 (Photographed) (OMA).

Figure 62: Bas Princen, Fondazione Prada 
location plan, Italy, 2015 (Photographed) 
(OMA).

Figure 63: Bahaa Ghoussainy, Fondazione Prada, Italy, 2023 (Photographed) (OMA).

Figure 61: Ai image: prompt:Create a subtle background inspired by Fondazione Prada in Milan, focusing on the theme of temporal 
disjunction. The design should feature soft, muted tones with layered textures that blend modern concrete, aged plaster, and 
transparent glass. Incorporate faint, abstract elements reminiscent of Anderson’s pastel colors and the nostalgic feel of Bar Luce. The 
composition should evoke a sense of fragmented time, balancing historical elements with contemporary design. 
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Temporal disjunction disrupts linear time, allowing 
past and present to coexist in a fragmented, dis-
ordered manner. Bernard Tschumi describes this as 
the breakdown of meaning, where “fragmentation 
and dissociation” define contemporary spaces. At 
Fondazione Prada, this disjunction is evident in the 
tension between preserved industrial structures and 
new interventions, resisting a unified architectural lan-
guage.39 Similarly, in God’s Small Things, Roy shows 
how trauma distorts time, with the past intruding 
upon the present. Both architecture and narrative 
create layered, fractured experiences that challenge 
conventional understandings of history and continui-
ty.40 This case study now turns to two key interiors 
that exemplify this condition: the Haunted House and 
Bar Luce. These spaces manifest temporal disjunction 
in different ways—one through an uncanny interplay 
of memory and estrangement, the other through a 
nostalgic yet fragmented reconstruction of cinematic 
time.

39          Tschumi, B. (1996). Architecture and disjunction. 
Cambridge, Massachusetts: The Mit Press

40         Roy, A. (2011) – On temporal hybridity in The God 
of Small Things, showing the damaging blend of time and how it 
unsettles a rigid understanding of time.

As explored through 2 previous casestudies temporal hybridity is often framed as a seamless 
fusion of past and present. Yet, even in these examples, particularly in Scarpa’s Castelvecchio, 
hybridity reveals an underlying fragmentation. It serves as both a sign and ‘symptom of trauma’, 
suggesting that when different temporalities are placed in dialogue, they do not always merge har-
moniously but instead expose tensions and contradictions. The Fondazione Prada brings this tension 
to the forefront, not through hybridity but through its opposing condition: temporal disjunction. 
Unlike hybridity, which seeks to integrate disparate elements, temporal disjunction embraces rup-
ture, making visible the fractures between historical and contemporary layers.35

36        Picon, A., 2019. *Architectural Juxtaposition: 
Contemporary Architecture and Time*. MIT Press. 
37        ZARGANI, L., 2018. Eye: Fondazione Prada in 
Milan Completed With Opening of Torre: Designed by 
Rem Koolhaas and OMA, the building is to be unveiled 
on Friday during the city’s furniture and design trade 
show Salone del Mobile. Wwd, , pp. 4.
38     Dillon, J. (2020) – On architectural fragmen-
tation, explaining how buildings embracing disjunction 
allow historical breaks to remain open and unresolved.
.

The Fondazione Prada’s design by Rem Kool-
haas rejects the idea of combining the past 
and present into a single, cohesive entity. 
Rather, it places several temporalities in a 
state of continuous interaction, each of which 
maintains its own presence.36 According to 
Koolhaas, “The Fondazione is not a new ar-
chitectural design or a preservation initiative. 
Here, “two situations that are often kept 
apart” are thrown into a state of constant 
contact, providing a collection of pieces that 
won’t combine to form a single image or 
let one dominate the others.37 This deliber-
ate fragmentation challenges the notion of 
seamless hybridity, reinforcing the idea that 
temporal hybridity, in this case, is not an 
effortless blending of past and present but 
a constructed, seamful narrative—one that 
highlights architectural disjunctions rather 
than erasing them.38

35      Roy, A. (2011) – On temporal hybridity in     
The God of Small Things, showing the damaging blend 
of time and how it unsettles a rigid understanding of 
time.

Figure 66: Bas Princen, Fondazione Prada, Italy, 2015 (Photographed) (OMA).

Figure 67: Bas Princen, Fondazione Prada Diagram, Italy, 2015 
(Photographed) (OMA).

Figure 66: Bas Princen, Fondazione Prada Axonometric, Italy, 
2015 (Photographed) (OMA).

Figure 65: Bas Princen, Fondazione Prada, Italy, 2015 (Photographed) (OMA).

Figure 68: Bas Princen, Fondazione Prada Facade
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Haunted House is one of the most distinctive structures within the Fondazione Prada, standing 
as a testament to the site’s layered history. Clad in gold leaf, the four-story structure retains 
the industrial character of the former gin distillery while simultaneously transforming it into some-
thing entirely new. 41 The application of gold—a material historically associated with grandeur and 
permanence—ironically highlights the building’s fragmented nature.42 Unlike traditional restoration 
approaches that seek to unify old and new, the Haunted House amplifies its contrasts, embodying 
the disjunction at the heart of the Fondazione Prada. This transformation does not erase the build-
ing’s history but instead re-contextualises it, creating a space where the past and present interact 
without merging into a seamless whole. The Haunted House embodies a “living ruin,” its past and 
present coexisting in an unresolved state, allowing for continuous reflection on the passage of 
time.43

Beyond its architectural presence, the Haunted House serves as an exhibition space, housing 
works by Robert Gober and Louise Bourgeois. Both artists explore themes of memory, trauma, and 
the uncanny, resonating with the building’s confrontation of time. Gober’s installations reference 
domestic objects but distort their familiarity, while Bourgeois’s work delves into memory through 
fragmented body forms and unsettling spatial arrangements. Bourgeois’s Cell (Clothes) (1996) 
introduces a personal dimension to the space.44

This installation, made from iron gates and doors, contains personal 
artifacts, such as garments, linking it to the artist’s exploration of 
trauma and loss. The circular, confining structure evokes feelings 
of enclosure and separation, reinforcing fragmentation and dislo-
cation. As Bourgeois explained, her work “addresses the feelings 
and emotions that stem from traumatic experiences, focusing on 
loss, betrayal, and the intimate relationship between the body and 
memory” 45 This sense of unease is heightened by the structure’s 
interaction with light and materiality. Koolhaas notes that the gold 
cladding does not simply adorn the building but fundamentally alters 
the environment around it. The way it reflects and diffuses light 
shifts throughout the day, casting changing hues and shadows that 
destabilise the perception of the building’s form.46 This ephemeral 
quality reinforces the notion that time within the Haunted House is 
not fixed but fluid, echoing Tschumi’s argument that disjunction in 
architecture creates “temporal discontinuities”.Rather than offering 
a stable historical narrative, the Haunted House becomes a space 
where past and present exist in a constant state of flux.47

The juxtaposition of preserved industrial elements with unsettling 
contemporary artworks prevents a seamless experience of time, 
making the Haunted House an exemplar of architectural seamfulness. 
Visitors do not experience the past as an uninterrupted continuity 
but as something unstable—an architectural memory both preserved 
and disrupted.47  The Haunted House unsettles the viewer, chal-
lenging them to engage with history as something fragmented and 
incomplete. In this way, it stands in direct opposition to the notion 
of temporal hybridity, embracing rupture as its defining trait.48

45       Koolhaas, R. (2018) – On temporal disjunction at Fondazione Prada, 
describing the collision of different temporalities and the tension between 
historical structures and new interventions.

46          Tschumi, B. (1996). Architecture and disjunction. Cambridge, 
Massachusetts: The Mit Press

47          Frearson, A. (2015). OMA’s Fondazione Prada art centre opens in 
Milan. [online] Dezeen. Available at: https://www.dezeen.com/2015/05/03/
oma-fondazione-prada-art-centre-gold-leaf-cladding-wes-anderson-cafe-milan/. 

48          Abrahams, T. (2015). Fondazione Prada in Milan by OMA. [online] 
Architectural Review. Available at: https://www.architectural-review.com/to-
day/fondazione-prada-in-milan-by-oma.

41       Brooker, P.G. (2018). Re-readings 2: Interior Architecture and the Design Principles of Remodelling Existing 
Buildings. [online] Academia.edu. Available at: https://www.academia.edu/90523840/Re_readings_2_Interior_Architec-
ture_and_the_Design_Principles_of_Remodelling_Existing_Buildings [Accessed 26 Oct. 2024].

42         Colomina, B., 2012. The Architecture of Ruins: Designs on the Past, Present and Future. Routledge.

43       Koolhaas, R. (2018). Fondazione Prada in Milan: An Interview with Rem Koolhaas. Zargani, L. (2018). Eye: 
Fondazione Prada in Milan Completed With Opening of Torre: Designed by Rem Koolhaas.

44       Harbison, R. (1991). Ruins and Fragments: Tales of Loss and Rediscovery. MIT Press.

Figure 70: Fondazione Prada Haunted House Interior 
2015 (Photographed) (OMA).

Figure 69: Bahaa Ghoussainy, Fondazione Prada, Italy, 2023 (Photographed) 
(OMA).

Figure 72: Robert Gober, , 1993-1994. 
Photo Attilio Maranzano. Courtesy 
haunted house

Figure 73: Robert Gober, , 1993-1994. 
Photo Attilio Maranzano. Courtesy 
haunted house

Figure 74: Robert Gober, , 1993-1994. 
Photo Attilio Maranzano. Courtesy 
haunted house

figure 75: Robert Gober, , 1993-1994. 
Photo Attilio Maranzano. Courtesy haunted 

Figure71: Robert Gober, , 1993-1994. 
Photo Attilio Maranzano. Courtesy 
haunted house

https://www.dezeen.com/2015/05/03/oma-fondazione-prada-art-centre-gold-leaf-cladding-wes-anderson-ca
https://www.dezeen.com/2015/05/03/oma-fondazione-prada-art-centre-gold-leaf-cladding-wes-anderson-ca
Available at: https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_P
Available at: https://www.academia.edu/90523840/Re_readings_2_Interior_Architecture_and_the_Design_P
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49       Dezeen (n.d.) ‘Wes Anderson designs Bar Luce cafe at Fondazione Prada in Milan’. Available at: https://www.
dezeen.com

50      Fondazione Prada (2015) Bar Luce – Fondazione Prada. Available at: https://www.fondazioneprada.org/bar-
luce-en/?lang=en

is self-awareness heightens the cinematic quality of the 
space, where visitors are immersed in a world that feels 
both familiar and surreal. chines that allude to his own 
movies, a jukebox and a teal wall clock, Anderson turns 
Bar Luce into a carefully planned mise-en-scene. (placing 
on stage).51 The cafe is reminiscent of the hyper-styl-
ised worlds of The Grand Budapest Hotel (2014) and 
Castello Cavalcanti (2013), where historical references 
are reassembled in a way that distorts the continuity 
of time.52 Just as Anderson’s films play with historical 
aesthetics without adhering to a strict constancy, Bar 
Luce constructs a simulated past, blurring the bounda-
ries between memory, materiality, and mise-en-scene. 

The way historical pieces and their artificial reconstruc-
tion interact serves to highlight how seamless temporal 
hybridity is. Although Bar Luce stimulates feelings of 
nostalgia, it does not effortlessly take guests back in 
time; instead, it emphasises how manufactured nostalgia 
is. The gap between historical accuracy and its mod-
ern adaptation is highlighted by the space’s extreme 
stylisation and cinematic self-awareness.53 Bar Luce, like 
the Fondazione Prada overall, challenges the appearance 
of temporal continuity in this way. Instead, it creates 
a deliberately seamful narrative—one where the past 
is not recovered but consciously reconstructed, leaving 
visible traces of its fragmentation. 

Bar Luce’s interior design creates a fragmented temporal experience, blending historical references 
with contemporary reinterpretations to establish a space between past and present. The veneered 
wooden panelling, pastel-coloured Formica furniture, and pink terrazzo flooring evoke the mid-cen-
tury Milanese cafe aesthetic, yet their stylised appearance emphasises an artificial nostalgia over 
authenticity.49  Inspired by Milan’s Galleria Vittorio Emanuele, the arched ceiling further deepens 
the temporal layers by recontextualising and lowering a prominent architectural feature. “I tried to 
make it a pub I would enjoy spending my own non-fictional afternoons in,” Anderson reflects on 
the design.50 This suggests that Bar Luce favours a created nostalgia—more of a cinematic fanta-
sy than historical reality.

51      Bond, E. (2022) ‘Between memory and matter: 
Italy and the transnational dimensions of public art’, Ital-
ian Studies, 77(4), pp. 367–382. Available at: https://
doi.org/10.1080/00751634.2022.2115762

52      Prada (2013) ‘PRADA presents Castello Caval-
canti by Wes Anderson’, YouTube video, 13 November. 
Available at: https://www.youtube.com/watch?v=b87B-
7zyucgI)

53      The Architect’s Newspaper (2015) ‘Bar 
Luce Cafe. Available at: https://www.archpaper.
com/2015/07/bar-luce-cafe/ 

Figure 80: Attilio Maranzano, Fondazione Prada Bar Luce, 
Italy, 2015 (Photographed).

Figure 82: Attilio Maranzano, Fondazione Prada Bar Luce, 
Italy, 2015 (Photographed).

Figure 81: Roland Halbe, Fondazione Prada Bar Luce, Italy, 
2015 (Photographed) (OMA).

Figure 83: Attilio Maranzano, Fondazione Prada Bar Luce, 
Italy, 2015 (Photographed).

Figure 76: Design Boom, Fondazione 
Prada Bar Luce arched ceiling, Italy, 2015 
(Photographed).

Figure 78: Bas Princen, Fondazione Prada 
Bar Luce, Italy, 2015 (Photographed) 
(OMA).

Figure 77: Design Boom, Fondazione Prada Bar Luce arched ceiling, Italy, 2015 
(Photographed).

Figure 79 Design Boom, Fondazione Prada Bar Luce arched ceiling, Italy, 2015 
(Photographed).

Available at: https://www.youtube.com/watch?v=b87B7zyucgI) 
Available at: https://www.youtube.com/watch?v=b87B7zyucgI) 
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Bar Luce and the Haunted House challenge 
traditional notions of temporal hybridity, 
using temporal disjunction to highlight the 
fractured relationship between past and 
present, and opposing seamless historical 
continuity. The Haunted House amplifies 
and disturbs the cohabitation of old and 
modern through its intact industrial struc-
ture covered in gold, creating an eerie lay-
ering of time. The way it depicts history 
as both a presence and a disruption re-
flects the idea that "architectural ruins...
serve as markers of temporal instability," 
as stated by Vidler.54 Bar Luce further 
constructs an imagined past through a cin-
ematic lens rather than a historical one, as 
Anderson  acknowledges, “Bar Luce is an 
homage, not a recreation.” This fragment-
ed approach aligns with Tschumi’s view 
that “disjunction in architecture is not a 
stylistic choice but a fundamental condi-
tion of contemporary experience.”55 Kool-
haas describes the site as “an ensemble 
of fragments that resist a singular read-
ing,” emphasising how Fondazione Prada 
embraces fragmentation, allowing history 
and modernity to coexist in tension and 
highlighting the seamful nature of archi-
tectural time.

Figure 84: Attilio Maranzano, Fondazione Prada Bar Luce, Italy, 2015 
(Photographed).

54     Vidler, A. (1999) – On ruins and modernity, where the aesthetic of ruins in 
modern architecture exposes gaps in historical continuity.

55        Tschumi, B. (1996). Architecture and disjunction. Cambridge, Massachu-
setts: The Mit Press

56      Zargani, L., 2018. “Eye: Fondazione Prada in Milan Completed With Open-
ing of Torre: Designed by Rem Koolhaas.” *Archdaily*. Available at: <https://www.
archdaily.com/> 

Temporal hybridity is frequently seen in today's 
architectural landscape as a smooth merging of 
the past and present. Without context, though, 
it may lead to conflicting design decisions and 
a fragmented or inconsistent narrative. While 
some may perceive these decisions as seamless, 
the viewer's perspective shapes the perception 
of a design as seamless or seamful. As seen in 
Carlo Scarpa's work, this perception is shaped 
by personal experiences, pain, and trauma, which 
sets off a compelling story. In contrast, the 
Neues Museum’s restoration approach, focused 
on preserving history, is often regarded as a 
seamless design. At Fondazione Prada, the in-
tentional contrast between opposing architec-
tural forms invites the user to engage with time. 
Hence, temporal hybridity is not just a form of 
architecture but also a narrative that is shaped 
by perspective and contributes to it being per-
ceived as seamful or seamless. In architectural 
conversation, where time and design meet to 
challenge our perceptions of continuity and his-
tory, this subject is still crucial. 

C o n c l u s i o n :

Figure 86: Attilio Maranzano, 
Fondazione Prada Bar Luce, Italy, 
2015 (Photographed).

Figure 85: Attilio 
Maranzano, 
Fondazione Prada 
Bar Luce, Italy, 2015 
(Photographed).
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Temporal hybridity: Refers to the coexistence and interaction of multiple time periods within a single space, artwork, nar-
rative, or cultural context. It challenges the idea of time as linear and instead presents it as layered or blended, where 
elements from the past, present, and even future overlap and influence one another. 

CASE STUDIES 
1. Neues Museum, Berlin: architecture as a palimpsest

2. Carlos Scarpa's Castelvecchio: Memory and trauma 
3. Fondazione Prada, Milan: Temporal Disjunction

Themes being explored within temporal hybridity: 
•	 Memory and Trauma 
•	 palimpsest 
•	 Temporal Disjunction 

p l a n   -  o v e r a l l  e s s a y

PLAN: 
Abstract  (250) words 
Purpose/Objective: What is temporal Hybridity? 
Interiors: State the three case studies being talked about in the essay. 
Themes: Give a brief overview of the three main themes for each case study.  
Methods/Approach: state the significance of understanding these themes in the context of architectural practice within the 
essay focus (temporal hybridity) 
Conclusion: expressing an opinion about the implications of the findings, or the 
Importance. 

Introduction (350 words) 
Opening Statement with a quote or empowering statement  
Context/Background - Temporal Hybridity introduced and its significance  
Describe how the assignment will be structured 
Explain the significance of the three case studies for temporal hybridity and Describe the three themes that will direct the 
research. 
Finish the introduction with a conclusive statement. The essay's major argument is about how these interiors represent the 
idea of temporal hybridity. 
 
Main body  (1016 words per Interior: 3050 words) 
Define theme 
Introduce interior & Provide Historical Context of interior 
Architectural analysis  
Discuss Themes influence on interior 
answer the big question - Temporal hybridity either seamless or seamful?

Conclusion (350 words) 
Summarise key findings regarding how temporal hybridity is expressed in the three case studies. 
conclude whether Temporal hybridity is a contradictory experience, where it can be either seamless or seamful?

+ 10% extra (4400)

Introduction:
•	 Hook: strong opening sentnce
•	 architectural palimpsest define 
•	 Statement of the thesis

Historical Context of the Neues Museum:
•	 Original Design and Purpose briefly talk on
•	 Impact of World War II on building 

David Chipperfield’s Intervention:
•	 Selection and Approach
•	 Restoration Approach

Spatial Analysis of the Neues Museum
•	 Layout and Design:
•	 Examine the spatial organization of the museum, highlighting key areas such as galleries, courtyards, 

and public spaces.
•	 Discuss how these spatial arrangements enhance the visitor experience and contribute to the museum’s 

narrative.

Changes Made in the Museum
•	 Key Areas of Transformation:
•	 Detail specific rooms or areas that underwent significant changes or restoration (e.g., Egyptian Museum, 

Great Hall) and how these modifications reflect both historical and contemporary design.
•	 Visible Scars of War:
•	 Highlight how some war damage was preserved, contributing to the narrative of resilience and the lay-

ered history of the building - link to term palimpsest

Influence of Restoration on Spatial Dynamics:
•	 Analyze how the restorations have altered the spatial experience of the museum, creating a dialogue 

between historical and contemporary elements.
•	 Consider how this spatial configuration reinforces the concept of temporal hybridity

Connection to the Neues Museum:
•	 Discuss how the layered histories of the Neues Museum facilitate this temporal hybridity, allowing visi-

tors to experience the juxtaposition of historical and contemporary narratives.
•	 Examples: Use specific architectural features or exhibitions that exemplify this hybridity and invite en-

gagement with multiple narratives.
Conclusion
•	 Summary of Findings:
•	 reflect how the Neues Museum serves as a poignant example of architectural palimpsest and its influ-

ence on temporal hybridity.
•	 Conclude with thoughts on the importance of recognizing and preserving historical narratives in archi-

tecture and how they shape  understanding.

p l a n -  N e u e s  M u s e u m :
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Introduction
•	 Overview of Castelvecchio: Introduction to Scarpa’s design for Castelvecchio Museum.
•	 Objective: Focus on how Scarpa’s design reflects memory, trauma, and temporal hybridity, particularly 

the balance between seamless hybridity and “seamful” disjunction.

Historical Context and Scarpa’s Intervention
•	 History of Castelvecchio: Overview of its evolution (medieval fortifications, Renaissance changes, Napo-

leonic alterations).
•	 Scarpa’s Philosophy: Scarpa’s design principles emphasizing the coexistence of historical continuity and 

modern interventions, revealing historical scars instead of concealing them.

Themes of Memory and Trauma in Scarpa’s Design
•	 Memory in Architecture: Exploration of how Scarpa engages with memory, using war damage and altera-

tions as symbols of temporal continuity.
•	 Trauma and Historical Rupture: Discussion of how Scarpa’s design highlights disjunctions, creating spac-

es that prompt reflection on historical trauma.
•	 Scarpa’s “Seamful” Design: Analysis of Scarpa’s deliberate exposure of historical fractures, contrasting 

it with seamless hybridity.
Spatial and Material Analysis
•	 Spatial Layout: Analysis of how Scarpa’s design creates a dialogue between past and present, guiding 

visitors through different historical layers.
•	 Materiality as Temporal Marker: Focus on Scarpa’s juxtaposition of modern and traditional materials to 

highlight temporal disjunction.
•	 Key Design Elements: Examination of features like the Cangrande statue’s placement, symbolizing the 

fragmented relationship between past and present.
Memory and Trauma in the Museum’s Interior Spaces
•	 Fragmented Layout and Visitor Experience: Exploration of how Scarpa’s interior design evokes different 

responses to memory and trauma.
•	 Interior as Temporal Hybridity: Discussion on how the interior spaces reflect both continuity and rup-

ture, inviting reflection on history’s persistence and fragility.
Conclusion
•	 Summary of Key Insights: Recap of the main themes, focusing on how Scarpa’s design allows memory 

and trauma to coexist with modern elements through a “seamful” approach.
•	 Implications for Contemporary Architecture: Reflection on how Scarpa’s approach influences contempo-

rary architectural practices, especially regarding historical preservation and trauma. Suggesting lessons 
for how to confront rather than conceal historical scars in architecture.

 CARLOS SCARPA’S CASTELVECCHIO: MEMORY AND REMEMBRANCE 

This theme describes how structures and locations preserve memories of past events and recalls,often honoring spe-
cific memories or events, with an emotional or cultural significance. Architecture may trigger feelings or Trauma while 
reflecting historical memories (such as war or loss). 

p l a n -  C a r l o s  S c a r p a ’ s  C a s t e l v e cc  h i o : p l a n -  f o n f a z i o n e  p r a d a

Essay Plan: Fondazione Prada – A Space of Temporal Disjunction
•	 Poetic Like Introduction to capture the essence of Fondazione Prada.
•	 Themes of time, transformation, and contrast between past and present.

Introduction
•	 Introduce Fondazione Prada, its purpose, and significance.
•	 Mention the focus of the essay: the architecture, Haunted House, Bar Luce, and the concept 

of temporal disjunction.
•	 Define temporal disjunction (the coexistence of different historical moments within one space).
•	 Briefly outline the themes to be discussed.

Architecture, History, and Temporal Disjunction
•	 Discuss the transformation of the site from a gin distillery to a cultural institution.
•	 Explain Rem Koolhaas & OMA’s architectural approach—contrast between past and present.
•	 Link to temporal disjunction: How does the layering of old and new create a fragmented expe-

rience of time?
•	 Use references from OMA, Koolhaas, and architectural analyses.

The Haunted House: A Space of Memory and Intrigue
Analyze the Haunted House and its symbolic meaning.
Discuss the gold-clad exterior and its contrast with the raw, industrial surroundings.
Explore the art installations inside (Louise Bourgeois, Robert Gober) and their psychological impact.
Relate to temporal disjunction—how do these elements disrupt linear time?

Bar Luce: Nostalgia and Cinematic Time
•	 Discuss Wes Anderson’s Bar Luce—its design, inspiration, and references to Milanese cafés of 

the past.
•	 Explore how Anderson creates a cinematic experience of time.
•	 Compare Bar Luce to the Haunted House—one evokes nostalgia, the other unease.

Conclusion
•	 Summarize the key arguments.
•	 Reflect on Fondazione Prada as a space where time is layered, disrupted, and reimagined.
•	 End with a thought-provoking statement on its role in contemporary art and architecture.

FONDAZIONE PRADA, MILAN: TEMPORAL DISJUNCTION 

Refers to the phenomenon where there is a noticeable separation or contrast between different periods of time within a single 
context. It highlights the coexistence of multiple timeframes, often leading to a fragmented or disjointed experience. It can provoke 
critical reflection on how history, memory, and identity interact, challenging conventional understandings of space and time. 

Temporal hybridity aims for a seamless integration that celebrates the continuity of architectural styles across time, temporal 
disjunction highlights the contrasts and tensions that can arise when different periods collide. This clash can lead to a fragmented 
experience that invites critical reflection but may also challenge the notion of aesthetic harmony.
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UNLOCKING DESIGN IDEAS THROUGH THE TWO-TONE WATCH  
At first glance, the watch captivates with its masterful contrasts—warm gold accents adding richness and a 
polished stainless steel band gleaming like liquid silver. Beyond its aesthetic appeal, the watch holds greater sig-
nificance. Like the scent itself, it generates memories that persist while carrying the powerful scent of Givenchy 
perfume. The fragrance and watch become timekeepers, identifying voids between experiences, whether they are 
connected to memorable or challenging moments.  

A TACTILE JOURNEY  
At first touch, the metal is cold—unyielding, distant, and almost impersonal. But when I place the watch on my 
wrist, its weight feels grounding yet graceful. As it warms my skin, it transforms, becoming a part of me. This 
transition reflects the evolving relationship between user and the watch, where something initially raw and clear 
grows familiar and cherished. The journey I created in my design projects—where rawness became familiar, and 
solitude became connection—was mirrored in this tactile evolution. The watch’s weight balances grounding with 
elegance, inviting interaction. Each link of its stainless-steel band is meticulously crafted, smooth to the touch 
yet firm. The gold accents, while visually striking, also add a subtle warmth that deepens the sensory experience. 
This interaction of temperatures and textures influences my ideas on materials and their function in establishing 
deep connections. The transition from the cold, unforgiving exterior to a warm, human connection reflects the 
fundamental nature of human interaction with design.  

LIGHT AND REFLECTION  
The watch interacts with light in captivating ways. Its stainless-steel band catches and reflects light at every an-
gle, creating subtle shifts in perception. This inspires the design of the building’s Ground Floor, were natural light 
dances on raw, unfinished materials. The cool steel reflects openness and potential, while the warm gold accents 
remind me of the glow of brass fixtures and golden tones that soften the rawness of the space. This juxtaposi-
tion captures the essence of transformation, where contrasts work together to become seamless.  

THE RESET OF TRANSFORMATION  
When the watch’s hands align at 12:00, there is a moment of stillness—a pause before a new day begins. This 
transition is not just the passage of time; it symbolizes the cyclical nature of life, where every ending carries the 
promise of renewal. The watch’s steady rhythm, its hands gliding with precision, reminds me that time is both 
constant and fluid, always moving forward, offering endless chances for growth and reflection. This essence of 
time is captured in the watch’s design. Its ticking hands signal perpetual motion, while their alignment at 12:00 
introduces a brief stillness—a moment where the past, present, and future converge. The polished gold accents 
catch the light, softly gleaming as if to celebrate the promise of a fresh start. In these moments of reset, the 
watch becomes more than a timepiece—it is a symbol of savoring each second and embracing new beginnings. 
On the Second Floor, this idea was realized as visitors reflected on their journey and savored a sense of fulfill-
ment. Vibrant materials blended with familiar textures, creating a space that felt complete yet full of potential. 
The design mirrored the watch’s balance of precision and fluidity. The polished gold accents, much like the final 
glaze on a finished donut, symbolized both completion and renewal. Just as the watch marks the start of a new 
day, this space encouraged visitors to pause, appreciate their progress, and embrace the opportunities ahead. 
Its cyclical motion reminded us that time and design are ever-evolving—resetting and opening doors to infinite 
possibilities.  

A TIMELESS INSPIRATION  
This watch serves as a narrator and inspiration for my design, making it more than just an accessory. My idea 
for the site is reflected in the smooth fusion of warm gold and cold steel. This transition from cold, raw to 
connection reflects the transformation I wanted the users to experience in my design. Where every element 
encourages interactions and creates an impression. The watches’ ability to carry memories, much like the linger-
ing scent of perfume, makes it a keeper of both memorable moments and challenging ones. Each tick holds a 
moment—sometimes memorable, sometimes challenging—and transforms time into a tangible experience. This 
repetitive rhythm, where every ending holds the promise of a new beginning, defines not just the watch but also 
the spaces I designed. The watch serves as a reminder that design, like time, is never static. It continuously 
evolves, transforms, and resets, opening up endless opportunities for connection, reflection, and renewal.  
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Reflection on Design Project  
Reflecting on my design project, I thoroughly enjoyed developing a narrative-based concept for 
the users in the space. By considering my client’s product, I created a conceptual design that 
tells a narrative. What I particularly appreciated about this project was how authentic my con-
cept was and how a simple donut could be transformed into something much bigger and meaningful. 
I especially enjoyed experimenting with different lighting to create an immersive glazing light 
effect for the users in the space. Throughout this project, I developed my conceptual thinking 
and found myself experimenting with materials in a more thoughtful and conceptual way. I believe 
that a clever design is one that is thoroughly developed, whether through sketching, iterating, 
researching, or other methods. I applied the same process to my research project, using it to help 
develop the theme of “temporal hybridity”—a topic that emerged directly from my design process. 
Initially, this topic could have been generic, but by applying a conceptual thoughtful approach, I 
was able to make it unique and engaging.  

If I could improve my design, it would be to cater more specifically to a wider audience with varying 
needs. While my main users are Gen Z and the elderly, I realized the importance of addressing the 
unique needs of all individuals, such as elderly users with visual impairments or mobility challeng-
es. Toward the end of my modelling, I designed a sensory counter to allow visually impaired users 
to experience the design more authentically. This counter also acted as an interactive feature, 
bridging the generational gap by engaging users with the raw materials used in donut making. It 
aligned with the ground floor’s focus, and if I focused on it more it could become a unique selling 
point within my design. This taught me to approach clients’ needs in a more niche and tailored way, 
rather than focusing solely on the requirements. After completing this project, I realised how 
much my skills had improved, giving me greater confidence in approaching the brief. For my final 
project, I aim to focus more on technical precision while maintaining a strong aesthetic. Addition-
ally, I believe my final five sheets could have been presented more professionally, so I plan to 
refine my approach and elevate my work to a higher standard next semester. 

Research Project Reflection  
I enjoyed writing my research project. It became a rewarding distraction, allowing me to fully 
immerse myself in my writing and clear my overthinking mind. I particularly enjoyed reading and 
reflecting on the theme of temporal hybridity, and I felt deeply connected to my chosen subject 
and the interiors I studied as I was writing it. Writing about Wes Anderson’s Bar Luce for my 
case study on Fondazione Prada in Milan was a highlight. I hadn’t explored an interior inspired 
by a filmmaker before, which allowed me to view the design from a completely new perspective. 
Watching the short film that inspired the design helped me understand how the filmmaker’s visual 
language translated into the space, offering a unique blend of storytelling and design. This ex-
ploration was both insightful and engaging, and I quickly became absorbed in the writing process. 
If I had the opportunity to write another dissertation, I would explore the influence of cinema on 
interior design, as this is an area I found fascinating. Touching upon this subject in this project 
made me realize that it is an aspect considered in design, something that had not crossed my mind 
before. I believe I can use this knowledge to further enhance my future design projects.  

Conclusion  
Overall, I am satisfied with the project and the theme I explored. However, I am always striving 
for improvement, especially when it comes to refining my writing skills and enhancing my ability to 
analysed architecture more effectively. Throughout my design project, I learned a lot, which has 
been my primary goal in every project I’ve undertaken during my time on this course. I always ask 
myself, “What am I going to learn this time?” & or can I experiment with? This semester taught me 
that growth doesn’t come solely from pushing through every challenge, but also from knowing 
when to step back and take a pause. This shift in mindset will be essential for balancing my ambi-
tions with my well-being in future endeavours. I hope to apply this experience to my design work 
and personal growth, as it will continue to guide me as a designer, writer, and individual. 

S t o r y b o a r dEnd of the Journey...

Start of the Journey...
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