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ABSTRACT 

 

This study takes an interdisciplinary approach to explore the temporal experience and character 

of built environments. While arguing against the dominance of visual means as the principal 

perception modality, this thesis also explores an alternative approach to the temporal experience 

of built environments based on the haptic and tactile perceptions. After examining literature that 

stresses ocularcentrism as a cause-and-consequence of the culture of speed, appeared in 

modernity, this thesis focuses on two key concepts of movement and memory. Viewing these 

two concepts through a phenomenological perspective, I elaborate the significance of haptic 

perception—the integration of senses such as movement, touch and embodied memory—in 

relation to the temporal experience of architecture. To offer an alternative model of 

experiencing built environments, I use cinema as the means to explore and illustrate how haptic 

experiences and epistemologies can shape our experience of the temporal in architecture. I 

select two exemplary works by Soviet filmmaker Andrei Tarkovsky (1932–1986): Solaris 

(1972) and Nostalgia (1983). The aim is to elucidate how through a style of what is now 

commonly referred to as ‘slow cinema’ these two films trigger a sense of time, memory and 

history by appealing to haptic experiences.  

 

While the first chapter demonstrates that the perception of architecture through the complexities 

of sensations has been partly obscured by the dominance of vision, it also suggests that in 

extending this critique to all forms of visuality, the architectural theory fails to address the 

vision that is intersubjective. Retracing pathways across art history, architectural theory and 

cinema studies, the second chapter explains Laura Marks’s theory of ‘haptic visuality’ as an 

alternative model of seeing, in which the eye works as an organ that could produce haptic 

sensations through the body. While my use of Tarkovsky’s films is informed by the theory of 

haptic visuality, which also transforms the ocularcentric character that cinema shares with much 

of contemporary architecture, the third chapter considers Gilles Deleuze’s concepts in time-
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image cinema to explore the temporal possibilities of the haptic. By focusing on Deleuze’s 

categories of images in time-image cinema and the way their temporal implications inform 

Marks’s theory of haptic visuality, this chapter illuminates how the durable engagement of the 

eye with the image/space is a temporal perception in itself. The fourth and fifth chapters 

examine Tarkovsky’s Solaris and Nostalgia to map a set of unique aesthetic strategies across 

the two films, which work as an analogue to haptic experiences of the temporal in built 

environments. As a whole, this thesis aims to outline the implications of considering haptic 

sensibilities in architectural thinking and, consequently, to place the discussion of temporal 

possibilities of the haptic within the so-called Slow Movement (coined in 2004). In this respect, 

the concluding chapter puts forth the aesthetic of slowness in architecture as something that in 

its opposition to the compression of temporality in today’s built environment aims to value 

haptic spaces that encourage a sense of ‘slowness’ necessary to experience the intensity of 

memory. 
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INTRODUCTION 

 

The artistic dimension of the work of art does 

not lie in the actual physical thing; it exists 

only in the consciousness of the person 

experiencing it (Pallasmaa 1996, p. 449). 

 

This thesis focuses on time and the temporal experience of architecture. While arguing against 

ocularcentrism of architectural design and scholarship, this thesis also explores an alternative 

approach to temporal experience of built environments based on the haptic and tactile 

perceptions. After surveying evidence that contemporary architecture is too optical (Pallasmaa 

2016) and too speed-driven to foster meaningful relationships to the temporal (Castle 2016; 

Makower 2016; Pallasmaa 2016), I focus on two key concepts of movement and memory. 

Viewing concepts of movement and memory through a phenomenological lens, which, in the 

field of architecture, is the philosophical study emphasising the human experience of built 

environments in contrast to the Cartesian model of detachment (Norberg-Schulz 1980; 

Pallasmaa 2005; Paterson 2017; Seamon 2000), this study argues for the value of haptic 

apprehension—embodied memory—in relation to the temporal experience and character of built 

environments. 

 

Central to the contribution that this thesis makes to scholarship is its use of cinema as the means 

to explore and illustrate how haptic experiences and epistemologies can augment our experience 

of the temporal in built environments. To this end, I consider two exemplary works by Soviet 

filmmaker Andrei Tarkovsky (1932–1986): Solaris (1972) and Nostalgia (1983). As early 

examples of what is now commonly referred to as ‘slow cinema’ (Flanagan 2012; Hwee Lim 

2014; Jaffe 2014; Koepnick 2014), these films use the audio-visual medium to demonstrate how 
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haptic experiences might trigger a sense of time, memory and history. My use of Tarkovsky’s 

cinema as the means to explore the temporal possibilities of the haptic is informed by Laura 

Marks’s theory of ‘haptic visuality’ that understands the eye as an organ that can produce a 

sense of touch through the body—thus transforming the ocularcentric character that cinema 

shares with much of contemporary architecture. As a theory of film spectatorship based on the 

significance of experience and knowledge beyond the visible, Marks’s theory of haptic visuality 

allows me to use analyses of temporal experience in the two-dimensional space of cinema and 

its representation of built environments to explore possibilities for three-dimensional built 

space. 

 

In order to adapt Marks’s theory of haptic visuality to this thesis’s focus on the temporal, I 

consider Gilles Deleuze’s concepts in time-image cinema and the way they informed Marks’s 

haptic visuality. This allows me to adapt the notion of haptic visuality and Marks’s work on 

embodied memory to the purpose of exploring the temporal relationship between the viewer and 

built environments of Tarkovsky’s films, which transform the ocularcentric spaces of cinema by 

evoking embodied memory through haptic engagements. After exploring Tarkovsky’s cinema 

as an analogue to haptic experiences of the temporal in built environments, this thesis concludes 

by discussing the implications of considering haptic sensibilities in architectural thinking. In 

doing so, it contributes to and participates in the so-called Slow Movement (coined in 2004 by 

journalist Carl Honoré in his book, In Praise of Slow), where Honoré advises that we should 

‘Seek to live at what musicians call the tempo giusto—the right speed’.1  

 

1 While this thesis shares interest in some aspects of what Mike Louw (2014, p.143) calls ‘“Slow” 

architecture’—some of the interpretation of which ranged from ‘architecture that took a long time to 

build, for example, the Sagrada Familia in Barcelona by Antoni Gaudi; or architecture that is produced 

slower, more organically or more sustainably’—it reflects on the question of time through a rather 

phenomenological perspective. This means that instead of looking into the speed of construction or 

sustainable aspects of design, this study investigates attributes of the built environment that could slow 

down the pace of movement and thus underline the significance of temporal experiences through haptic 

perceptions. Moreover, ‘Slow Architecture’ is not a widely used term but it appears in the scholarship of 

Louw (2014), Paul Knox (2005) and Brian O’Brien (2004). In 2010, the term also was used as the title of 
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In her opinion piece, architect, blogger and self-described ‘design activist’ Mette Aamodt 

(2019) touches on issues closely related to this study, arguing for aesthetics of slowness in 

architecture as nurturing fundamental human aspects of life: creativity, inspiration, wonder and 

awe. Thus, although this study returns to a modernist cinematic artist of the past, Andrei 

Tarkovsky, to explore its concern with the temporal, these concerns are themselves quite 

current. Overall, the accelerated production of buildings since modernity and the growth of a 

culture of vision influenced by a culture of mass media since the turn of the century has turned 

our attention to the knowledge and perception of space, rather than that of time. Given the way 

that our social interactions are dominated by the digital and its temporalities, they are further 

disembedded from built environments. Yet by acknowledging time as a phenomenon as 

important as space in our architectural thoughts, this thesis aims to address ways the built 

environment evokes an experience of time, in addition to a perception of space. My aim is to 

demonstrate that our understanding of architecture is predominantly visual and spatial as a result 

of privileging sight over other senses as a way of knowing the world. However, by considering 

other ways of knowing through other senses, we might expand to other ways of understanding 

architecture beyond the spatial to include the temporal. This interest in alternative modes of 

experience is pursued through an interdisciplinary approach drawing on accounts of the haptic 

within and outside architectural theories, including art history, phenomenology and, more 

importantly, cinema studies. 

 

I will demonstrate how haptic or sensuous space tends to create an atmosphere for slower 

engagement with the built environment and how embodied memories could be valued in a more 

meaningful way. I will examine this by first looking at the critiques of the ocular bias of today’s 

architecture and how these critiques were informed by 1960s and 1970s theories in architecture 

 

an exhibition in Dublin called ‘Slow Architecture and Place’ (see https://www.e-

architect.co.uk/exhibitions/slow-architecture). 
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and urban study that criticised the culture of speed, which supplanted slow encounters with the 

built environment in modernity. The main argument that underlines this examination is that 

regardless of these critiques—and in spite of the phenomenologists’ call for a more haptic, 

hence slower, environment—architecture continued to produce buildings that are image-driven 

and are made for instantaneous visual perception. On the other hand, the environments of slow 

cinema offer different modes of knowing and engagement as they ‘rescue extended temporal 

structures from the accelerated tempo of late capitalism’ (De Luca & Jorge 2015, p. 3). Through 

this mode of cinema, this thesis investigates the ways that film—despite being an entirely audio-

visual medium—might produce architectural imagery that, by shaping the viewer’s experience 

with stillness, slower progressions and unfolding of the everyday lives, calls upon memories of 

the senses to awaken our temporal perception. 

 

In its attention to the temporal possibilities of experience afforded through films of Tarkovsky, 

this thesis builds and expands on the work of Finnish architect Juhani Pallasmaa (2016, p. 52), 

who usefully observes that ‘Architecture is generally understood as a visual and material art 

form, a spatial framing of human existence and activities. However, we dwell in time as much 

as in space’. Pallasmaa’s observation is supported by my own past experience of the 

architecture of two cities in Iran. My drive to delve further into Pallasmaa’s ideas and write this 

thesis comes from this background. Having been raised in the ancient city of Shiraz, my 

knowledge of architecture was informed by those historical sites and the local neighbourhoods 

that could be experienced in a calm and tranquil pace, despite its large size and population. This 

tactile sense of slowness was the result of the texture of the environment, such as the 

cobblestones that slow down the footsteps; the brick and clay buildings that animate the 

imagination with their play of lights and shadows; and the arrays of local shops with their 

unique aromas, making the environment one that would be intimate and familiar even for the 

blind. In this built environment, buildings were not just sets of objects to delineate pathways for 

the fastest movement from one point to another. Instead, they create a multi-sensorial 
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experience that effectively slows down our sense of time by expanding our experience of space. 

This perception of time that could go slow in my mind was more than a mere clock time. It was 

Henri Bergson’s (1950) durée, a duration or time itself that could be perceived by meditating 

upon life, a consciousness that ‘lets itself live’ (p. 100) and refrains from separating the state of 

present from the state of past for the reason that ‘the past co-exists along with the present’ (p. 

112).  In 2004, when I first moved to Tehran to study architecture at the Tehran University of 

Art, I encountered a city that contrasted with my previous slow and intimate experiences of 

architecture. Concrete apartment blocks, highrises, highways, flyovers and glass and steel 

highrises replaced the old buildings and historical sites of old Tehran. Tehran was a rather 

chaotic city where the temporal requirements of modern life increased the pace of living. People 

were moving from one place to another by cars, buses, trains and trams only to reach their 

destination in the fastest way. Homes appeared to only be shelters for a night’s sleep. 

Neighbourhoods—similar to those in Shiraz, which I knew as places of meaning and cultural 

identity—had begun to disappear and shopping malls designed to attract large crowds, kept on 

the move by the design of their arcades, replaced the smaller local shops. 

 

At this time, I read Pallasmaa’s The Eyes of the Skin (2005) and became aware of architectural 

theories that connect sensorial experiences of architecture to people’s consciousness of time. In 

his book, Pallasmaa argued that our awareness of time had gradually changed from the slow 

presence experienced in traditional cities to a series of detached and hurried moments that 

characterised post-industrial urban spaces. Reflecting on my own experience, I could see a 

distinction between two types of cities, two ways of living and two ways of knowing the 

environment: one that invites a slower bodily experience and another that in its excess of 

spatial/visual ordering leads to an instantaneous and predominantly visual experience. My 

research project builds on my desire to better understand these early experiences and to 

understand especially what I view to be the crucial category of temporality and temporal 

awareness in one’s experience of space. The writing of Deleuze on time-image cinema excited 
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my imagination for it provided a conceptual frame of thinking about the two aspects of time, the 

past and the present, that could co-exist and could be experienced simultaneously. In this 

respect, Deleuze’s notion of the ‘crystal image’, a concept he illustrated through the analysis of 

post-war art cinema, seemed to capture something of my own personal experience of living in 

Shiraz. The challenge for me is to find a way of connecting personal experiences of built 

environments to subjective experiences of time in a way that is meaningful within my field of 

architecture. In revising my thesis following comments from my examiners, I am also indebted 

to other scholarly writings such as Fredric Jameson’s essay of 2003, ‘The End of Temporality’, 

and Deleuze and Felix Guattari’s chapter in A Thousand Plateaus (2005), ‘The Smooth and the 

Striated’, which both return to different experiences of space in relation to time. 

 

Jameson’s essay argues that late modern and postmodern movements in architecture were 

obsessed with the concept of space and have hence underestimated the knowledge of time. For 

Jameson (2003, p. 697), space defines the realm of exteriority and includes cities and 

globalisation, whereas time ‘governs the realm of interiority, in which both subjectivity and 

logic, the private and the epistemological, self-consciousness and desire, are to be found’. 

Deleuze and Guattari’s concepts of smooth and striated space, on the other hand, equate to 

haptic and optical space, especially when they describe haptic space as a form of ‘nomadic 

space’ where ‘the whole and the parts give the eye that beholds them a function that is haptic’, 

whereas optical space is a form of ‘metric’, ‘directional’ and ‘dimensional’ space that is 

‘defined by the requirements of long-distance vision’ (Deleuze & Guattari 2005, p. 477, p. 494). 

These two readings have been foundational to revise and reconceptualise the central premise of 

this thesis: that while the experience of space relies on objective/optical elements, knowledge of 

time is directly linked to subjective/haptic perceptions. Expanding my readings on Bergson and 

to Alois Riegl’s studies, to which Deleuze and Guattari continuously referred, I came to the 

hypothesis that a haptic experience of time could be evoked either as a form of embodied 

memory—as a concept common to both cinema and architectural studies—or as a slow 
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movement if we appeal to haptic and close-range perception. These ideas also reconfigured my 

thoughts about my cinematic examples and the way that they evoke and represent temporal 

experiences of built environments. 

 

It was through Deleuze and his work on the time-image that I became familiar with the works of 

post-war filmmakers who challenged the perception of time in their films: specifically, 

Tarkovsky. The significance of Tarkovsky’s work to this project lies in the fact that his films are 

largely concerned with questions of time, history and memory, according to which the director 

produces slow space through still images and shots of long duration. The relevance of these 

examples is both current and long standing. According to Tiago de Luca and Nuno Barradas 

Jorge (2015, p. 9), the twenty-first century interest in slow cinema, particularly since 2010, has 

been influenced by the aesthetic tendencies of the 1960s and 1970s, with the rise of art cinema 

auteurs such as Tarkovsky, Theo Angelopoulos and Jean-Marie Straub. In this thesis on 

temporal experiences of the built environment through slow and haptic space, I use Tarkovsky’s 

cinema as an example to further explore the haptic experience and its temporal significance.  

 

The significance of the haptic experience, to which this thesis is devoted, shares concerns with 

the past two-decades of anti-ocularcentric discussions in architecture, philosophy and film. For 

instance, the limits of visuality are a question for the architectural phenomenologist Pallasmaa; 

philosophers David Harvey, Martin Jay and Jameson; and cinema scholarship of Vivian 

Sobchak and Marks. Embodiment and sense perception have been discussed as an alternative 

mode of knowing of architecture by Pallasmaa and other key theorists and architects, such as 

Steven Holl and Alberto Pérez-Gómez. However, the haptic space discussed in the field of 

architecture has not been addressed in terms of its common grounds with the haptic image such 

as that utilised in Tarkovsky’s work, where temporal experiences are key to what Tarkovsky 
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understands cinema to be.2 In this respect, one of the objectives of this thesis is to bring forward 

the idea of considering Tarkovsky’s work as an example of architectural imagery that explores 

both the possibilities and limits of vision as it emphasises temporal effects of the haptic 

experience through slow pace, long takes and an emphasis on texture. 

 

Background 

As I explained above, Bergson’s postulation on time as duration involves a subjective account 

of temporality that according to Christine Ross (2012, p. 23) goes ‘beyond the measured task-

oriented temporalities of daily life’. Having criticised Immanuel Kant’s view of time as a priori 

form of sensibility, which exists external to our body, Bergson (1950, p. 232) argues that time is 

not a homogeneous medium but a pure duration, which ‘is made up of moments inside one 

another’ and is dependent on the individual experience. To distinguish the objective account of 

time from the subjective experiences of time, John E. Smith (1969, p. 1) explains that the 

questions relevant to time as a quantitative measure are ‘How fast?’, ‘How frequent?’ and ‘How 

old?’, whereas time as a qualitative sensation points to an experience that happens on a specific 

moment that would not be possible at another time and under other conditions. To reinforce the 

argument of this thesis, I will be considering time in its latter grounding and as the existence of 

a durée that is indivisible to discrete moments while always referring to the past that 

‘incessantly prolongs itself into the present’ (Ross 2012, p. 23) so that the present is co-

perceived with the past. Through the subjective ground of time or time that is experienced as a 

significant moment, I seek to demonstrate that while the chronological approach to time is 

subject to our spatial and visual perception, the subjective approach to time involves a 

qualitative character that could better be addressed through our haptic perception.  

 

2 It should be noted that Pallasmaa briefly touches upon and analyses Tarkovsky’s Nostalgia in his 2001 

book, The Architecture of Image. However, the concern of this analysis is the experiential space in the 

film, rather than the concept of time and temporal experiences. 
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In its ancient Greek etymology, the term haptic (haptikós) means ‘able to come in contact with’, 

which derives from the verb haptō, which means ‘to touch’. Haptic perception is then a 

perception that, by drawing on all sensory experiences, equips us to grasp or touch the 

environment, so the term is closely aligned with phenomenological approaches to architecture. 

The phenomenology of architecture is often referred to as the study of how architecture would 

accommodate experiences that involve all the senses—as well as the feelings (Pallasmaa 2005), 

where architectural spaces are assumed to bring into focus existential qualities such as 

insideness and outsideness, gravity and levity and coldness and warmth (Seamon 2000, p. 16). 

In this view of phenomenology as the study of experiences based on the sense of touch, I draw 

on two key concepts: movement and memory—neither of which is directly related to touch but 

could contribute to a haptic system of perception and inspire a subjective sense of time as a 

slower passage or memory of the past. In this respect, I will explain how haptic space promotes 

slowness (Pallasmaa 2000) and provokes evocative contemplations (Marks 2000), persuading 

the viewer to take an unhurried trajectory through their various circuits of memory in order to 

gain experience of time. I argue that while architecture is built to facilitate faster movement and 

efficiency—which according to Pallasmaa (2016, p. 53) ‘seems to result in a loss of memory’—

Tarkovsky’s cinema is concerned with haptic spaces that promote the slowness necessary to 

experience the intensity of memory. 

 

Yet we face two challenges when attributing haptic perception to the art cinema of Tarkovsky. 

First, these cinematographic images are two-dimensional and utterly reliant on the viewer’s eyes 

and a perspectival distance in order to be apprehended. Second, these images lack physical 

substance; thus, they cannot be conceived through physical contact. Conventionally, the organ 

that we use to understand cinematic images is the eye. We are not able to touch these visual 

images, which are devoid of physical materiality and flesh. In other words, these images are 

open to our vision, and sometimes to our hearing, but not to our bodies and our sense of touch. 

To overcome these challenges, I use Marks’s theory of haptic visuality: ‘a visuality that 
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functions like the sense of touch’ (Marks 2000, p. 22). Haptic visuality allows me to explain 

how by roving our eyes over the surface of cinematographic images, we might have a tactile 

experience of architecture through the way they are represented in films. This form of visuality 

permits a discussion about an uninterrupted and extended act of looking, which slows down the 

movement of thoughts and inspires a sense of time as a form of slowness that allows the viewer 

to reflect on their sources of memories. 

  

Marks draws on the theory of haptic visuality to outline a theory of embodied spectatorship on a 

phenomenological basis. She is inspired by the phenomenological studies of Maurice Merleau-

Ponty and Bergson, as well as Sobchak’s theories of film spectatorships. The focus of her theory 

is to show the sensuous relationship between the body (the perceiver) and the film image (the 

perceived). Marks uses her theory of film spectatorship to explore how cinematic images might 

be able to evoke proximal senses (not vision), embodying alternative modes of knowing that 

prompt memory. Although Marks does not connect the concept of memory to the viewer’s 

experience of time, as her focus is on the spatial relationship between viewer and film, her 

approach to the process of memory is closely aligned to this thesis’s concern with the temporal. 

On the one hand, just as Marks investigates the character of the haptic image that allows non-

preserved memories to be summoned, this thesis examines qualities of haptic space in 

Tarkovsky’s cinema that opens up the memory and the imagination. The tendency to remember, 

to imagine and to perceive places in the field of architecture is what puts us in the continuous 

yet slow duration of time, as Pallasmaa (2016) writes. 

 

Marks’s concept allows me to analyse the ways we could experience time through our body by 

using our eyes and looking at the architectural imagery represented in film. Marks draws on 

Bergson’s theories and Deleuze’s cinema philosophy to explain how sense memory is embodied 

and how cinema is multi-sensory, respectively. In addition to the idea of haptic visuality, I draw 

on Bergson’s notion of duration and Deleuze’s conception of time-image cinema to emphasise 
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the temporal doubling of the present, or the simultaneity of the past and the present, that could 

be experienced in a tactile way by the viewer of architectural imagery in the cinema of 

Tarkovsky. Those art films that Deleuze categorises as time-image cinema have in common 

non-conventional patterns of narrative and of spatio-temporal organisation that cause a break in 

the sensory-motor situation (the action-reaction situation) and that, as a consequence, in some 

rare instances offer a direct image of time. Because Deleuze does not engage with this 

temporality as a phenomenological sense of time, Marks uses Deleuze’s theory to explain that in 

the absence of sensory-motor linkage, cinematic images provide space for contemplation of the 

image in order to perceive embodied memories. Utilising Marks’s reading of phenomenological 

potential in the time-image cinema of Deleuze, I draw on some of Deleuze’s key terminology, 

which Deleuze extracts from Bergson’s studies, to understand subjective experiences of time. 

These key terminologies are affection-image, attentive recognition and crystal image, all of 

which indicate that besides the objective approach to time as a linear progression, we can 

conceive time as a subjective phenomenon of lived or experienced duration, where the past and 

present are co-products of the same moments—a reference to Bergson’s concept of durée (lived 

duration). 

 

Considering the subjective account of time and its capacity to be apprehended as embodied 

memories prompted by the experiences of slow cinema, I use Tarkovsky’s films to, firstly, 

analyse the ways the director produces haptic images of architecture and, secondly, the ways he 

draws on these haptic images to create a sense of time. In addition to being a pioneer of what is 

now referred to as ‘slow cinema’, Tarkovsky’s films have a consistent thematic focus on time, 

history and memory—thematic concerns that are aligned with the aims of this thesis. Among 

Tarkovsky’s seven feature films, Nostalgia (1983) is perhaps the most concerned with memory 

of the past and the notion of home. The idea of home and its distinction from the concept of the 

house has also been of concern for a literalisation of ‘dwelling in time’ (Pallasmaa 2016, p. 52). 

Hence, Nostalgia allows me to address the architectural component of this thesis and could 
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more explicitly reveal what might simply be a building and what might be called a home. While 

Nostalgia mainly reflects on the notion of embodied memories, Solaris (1972) as a science 

fiction film about alien life that takes the form of embodied memories allows for analysis 

concerned with perception of the past and the present. While in Nostalgia slowness is related to 

the slow movement of the body and the camera in relation to the area of the frame, in Solaris the 

slowness is constituted by the slow exposure that allows the object of vision to appear gradually 

from its environment. In exploring the temporal experience of the architecture of these two 

films, I reinforce the thesis argument about the accelerated and ocularcentric characteristics of 

today’s architecture and the significance of slowness for our haptic temporal perceptions. 

 

While my thesis makes a critique of an architectural overreliance on vision—on 

ocularcentrism—it uses its analysis of the vision-based medium of cinema to draw out a 

comparison of different types of images and different types of visual perception. Firstly, there is 

the image that lends itself to the instantaneous glance and emphasises the spatial, noticeable in 

the image-driven contemporary architecture, designed for efficiency, whose characteristics 

could be captured in a glance. Secondly, there is the image that invites slower perusal and 

makes time for or prompts memories and as a consequence emphasises the temporal, as 

perceptible in Tarkovsky’s cinema. By taking this analysis and reflecting on the state of 

contemporary architecture, this thesis concludes that while designs that emphasise space and its 

optical characteristics provide us with a knowledge of the world, designs that allow us to access 

temporal experience through haptic characteristics give us a place in the world inhabited 

through sensing, imagining and thinking. 

 

As the pace of modern life has accelerated at the turn of the millennium, architecture seems to 

also pick up a faster process of building—the consequence of which is today’s globalised world 

that concerns market-driven placemaking. As opposed to this accelerated building process, a 

new approach is suggested for architecture ‘to go slow – to wait, to catch the wave’ and ‘to 
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balance supply and demand’ as an essential part of sustainable development (Makower 2016, p. 

138). Yet my approach to the issue of speed is instead influenced by Pallasmaa’s idea. 

Pallasmaa (2016) argues that the speed of modern life associated with the accelerated tempo of 

capitalism has led to the production of buildings that in their placelessness not only disregard 

connections to the past but also cause a uniformity of experience, restricted by the sense of 

sight. Pallasmaa argues that the marked tendencies of today’s architecture and its divorce from 

conceptions and expressions of time is the result of our vision-driven culture. Instead of creating 

spaces for slower engagement and meaningful reflection on memories, contemporary 

architecture projects ‘retinal architecture’—the architecture that, according to Pallasmaa, by 

using various design technologies pushes further ‘the detachment of construction from the 

realities of matter and craft’ (Pallasmaa 2005, p. 26), an activity that turns architecture into 

‘stage sets for the eye’ (Pallasmaa 2006, p. 29). Drawing on the writings of three prominent 

twentieth-century philosophers—Martin Heidegger, Michel Foucault and Jacques Derrida—

David Michael Levin (1993, p. 5) examines the predominance of vision in the context of the 

history of philosophy and argues that ‘the thought and culture of modernity have not only 

continued the historical privileging of sight but allowed its worst tendencies to dominate’. 

Marks (2000, p. 139) argues that the consequence of separating vision so radically from the 

body was ‘the apparent atrophy of sensuous knowledge in industrial and postindustrial 

societies’. 

 

Against this background, I seek to demonstrate that part of the reason that today’s architecture 

privileges sight over other senses is the acceleration of mobility between relatively distant parts 

of the built environment. The replacement of horses with cars, and boats with trains and planes, 

has gradually caused a change from the slow movements of the body that experiences the 

environment up close, in contrast to the fast movements of the body that experiences the 

environment at a distance. The further the body strays from the environment, the further 

buildings are designed as sets of objects to be observed by distanced viewers. The speed of 
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movement available to people not only impedes other modes of perception (besides vision) but 

also transforms experiential time to clock time. There is no doubt that a culture of speed and 

ocularcentrism has been established over the past century, and today’s architecture is still 

overwhelmingly characterised by the condition of fast consumption of image-driven buildings 

(Holl 2010; Pallasmaa 2016). This could be seen in the proliferated use of digital media and 

animation software during the past decade to produce trendy and visually entertaining arrays of 

buildings such as shopping malls, casinos and resorts, which as Pallasmaa (2006, p. 29) 

observes create ‘stage sets for the eye’. Therefore, architecture has subverted its own principles 

of providing a place for human multi-sensorial activities and experiences for ‘a superficial slide 

show of fashionable representations’ (Hale 2011, p. 23), regardless of its own best intentions. 

Fortifying this discussion, I further explain how theorists influenced by Marxism and 

phenomenology argue that the primacy of vision not only serves the purpose of capitalism, 

consumerism and aesthetic populism but also restrains other sense experiences (Adorno 1984; 

Benjamin 1968; Jameson 1997; Marks 2000; Merleau-Ponty 1957; Pallasmaa 2005). 

 

Unlike the vision-based architecture of today, the multi-sensory images of architecture in 

Tarkovsky’s films coax imaginings, feelings and memories by utilising the aesthetic and 

thematic qualities of haptic engagement and slow cinema. Through extremely long and 

uninterrupted takes, Tarkovsky represents architecture that uses haptic imagery such as wet or 

rusticated surfaces in combination with sound and camera movement to achieve sensuous 

effects and to invite a mode of perception where the past and present and the physical and 

mental reality cannot be distinguished. Drawing on these aesthetics, and themes such as home 

and the memory of childhood, Tarkovsky invites the viewer to respond to the representational 

architecture in an intimate, immersive and embodied way, that in turn alludes to 

experiential/embodied sensations of time. Central to my argument is Deleuze’s recognition that 

Tarkovsky’s films offer a form of time-image cinema, in which plot narrative, spatial agency, 

perception and time are deconstructed. Cinema scholar Paul Schrader (2018) explains that, for 
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Tarkovsky, time is no longer a means to achieve a goal—it is ‘the goal’ (p. 8) and as such is 

Bergson’s sense of durée, which is a pure duration that is ‘the vital force governing and 

meditating upon all organic life’ (p. 7). As a result, Schrader (2018, p. 31) views Tarkovsky’s 

cinema as ‘meditative’ and explains that all meditative cinema shares one point: ‘It is silence. It 

is the candle, the rock garden, the flower arrangement. It is the mandala’ and one can 

contemplate a mandala for hours. Hence, in its meditative style, Tarkovsky’s works transit from 

narrative causality to an extended time, upon which he encourages us to engage with images 

through our subjective reservoirs of memory. Accordingly, our relation to this film is rather 

interactive and subjective because we are continually invited to reassess what is happening on 

the screen—a process in which the engagements of haptic visuality are key. This view relies on 

Marks’s (2000, p. 190) notion of haptic cinema that ‘by appearing to us as an object with which 

we interact rather than an illusion into which we enter, calls upon [a] sort of embodied and 

mimetic intelligence’. In this respect, I analyse the architecture of Tarkovsky’s films as a series 

of haptic images that the director represents through slow and long takes, where the extended 

time allows the viewer to interact with the image of the film—the otherwise mandala: the dead 

flowers, the rusticated buildings, the drowned cathedral—and summon the intelligence of their 

perceiving body, which indicates a tactile mode of experiencing. This analysis aims to argue 

that instead of existence at the level of materiality, architecture could touch the deeper level of 

sensations, imaginings and temporal apprehensions, as revealed by Tarkovsky’s films. 

 

Yet, as I will discuss in the literature review, works on architecture often follow the categories 

of perspectival epistemologies to impart spatial orders. According to its etymology, perspective 

means the science of optics or clear sight and, as such, it presupposes a distant engagement with 

the object (Frampton 1985). This clarity of view and the hegemony of vision could be traced to 

architectural constructions of the Enlightenment era, particularly in the designs of Filippo 

Brunelleschi and Leon Battista Alberti. As I have suggested, architecture fails to produce haptic 

space and, hence, haptic time; I present the trajectory through which the hegemony of vision 
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turned the work of architecture to an optical and optimal space to form the modernist ideology 

of rationalism and functionalism (Tschumi 1977). The periodisation that I propose in this thesis 

is in part determined by the fact that modern movement in architecture celebrates the culture of 

speed and culminates in the mastery of vision, especially by constructing roads, flyovers and 

bridges that keep the viewer at an even farther distance from the environment. Unlike post-war 

art cinema—initially associated with the films of Robert Bresson, Carl Theodor Dreyer, Ingmar 

Bergman, Yasujirō Ozu and Tarkovsky—which decisively demonstrates an interest in the 

aesthetics of slowness, post-war architecture remained appreciative of the speed, enabled by 

technological advancement, and revealed a tendency to prioritise the rationalised vision as a 

device for the appropriating of space. 

 

In Collage City (1978), Colin Rowe and Fred Koetter criticise modernism as a movement that, 

by cultivating structural rationalism and functionalism, creates a form of urban totalitarianism. 

Indeed, Mary McLeod (1985) indicates that the universal rationalism and the question of 

function have been followed more rigorously by high modernists, most notably Bruce Graham, 

Renzo Piano and Richard Rogers, as well as the architecture of the so-called International Style 

(Le Corbusier and Mies van der Rohe). These architectural works credit a new utopian ideology 

which, according to Jameson (1997, p. 238), focuses on ‘the destruction of the fabric of the 

traditional city and its older neighbourhood culture’. Jameson (1997, p. 239) continues that even 

postmodernism, a movement that initially appeared as an implacable critique of the architecture 

of modernism, continue to focus on formal characteristics of traditional architecture, yet at the 

same time, with a pseudohistorical nostalgia, stages itself as an ‘aesthetic populism’. The 

emphasis on physical properties of architecture during postmodernism, as the very title of 

Robert Venturi, Denise Scott Brown and Steven Izenour’s Learning from Las Vegas (1972) 

might suggest, shows how architecture, in its predominant ideological paradigms, often falls 

back to the question of visual effects rather than raising questions about memory, imaginings 

and experiences. 
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I will then argue that in the past three decades, architects have shown an interest in the tactile 

characteristics of architecture and have begun to posit an epistemology based on the senses of 

touch, smell and taste. Moreover, slowness, as a mode of temporal unfolding and as an 

awareness of duration, has begun to be used as part of architecture nomenclature. While 

Kenneth Frampton, Jane Jacobs and Kevin Lynch were among the first theorists from the early-

1960s to the mid-1980s to criticise formal approaches as self-imposed limitations that suppress 

other sensory engagements with architecture and urban forms, it was not until the 1990s that 

haptic and bodily practices of architecture became popularised among critics and architects such 

as Pallasmaa, Karsten Harries, Holl and Alberto Pérez-Gómez. In the years between 1996 to 

2016, Pallasmaa intermittently uses two correlative themes to explain what haptic architecture is 

and to discuss the connection between hapticity and the experience of time. These two themes 

are ‘matter and time’ and ‘historical settings’. Pallasmaa discusses at length the quality of 

material that can show traces of change over time and the value of historical sites as devices that 

take us to the past. Central to Pallasmaa’s (2016, p. 53) understanding of time in architecture is 

his assertion that today’s architecture stimulates speed and is ‘proportional to the intensity of 

forgetting’, whereas traditional architecture and urban forms promote slowness and appear ‘to 

possess a memory of the past’. Although Pallasmaa’s claim (and that of other critics mentioned 

above) is central to this thesis and its argument about haptic architecture, this thesis argues that 

the ‘haptic’ has begun to stand for something nonspecific ‘that simply opposes the centrality of 

visual experience’ within architectural theory (Paterson 2017, p. 7). Therefore, by analysing 

Tarkovsky’s Solaris and Nostalgia, I illustrate, for instance, how Tarkovsky synthesises sound, 

voice, colour and movement with the image of ruins to produce a built environment that could 

be experienced through the unity of all senses and through a gradual unfolding of memories. 

Hence, besides time as a sense of historicity (official history), we also experience time in a more 

intimate and individual way (private memory). 
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Theoretical Frame of Analysis 

The study’s interdisciplinary approach draws on sources within and outside architectural theory, 

including film theory, art history, phenomenology, urban studies and cultural studies. My 

argument of temporal experience is primarily informed by theories of the haptic in architecture 

and embodied mode of spectatorship in cinema, both of which have a lineage in 

phenomenology. Within film theory, the works of Marks are an essential unifying element 

throughout the thesis. Marks (2000, p. 22) posits an epistemology that uses touch, rather than 

vision, as a model for gaining knowledge. As a theory of film spectatorship, haptic visuality 

permits a frame of discussion about the cinematic encounter that takes place not only between 

our body and the film but our sensorium and the film’s sensorium (Marks 2000, p. 153). This 

means that the theory of haptic visuality permits a phenomenological reading of temporal 

experiences on the part of the viewer when engaging with the architectural imagery of 

Tarkovsky’s films. By drawing on this theory, this thesis aims to explore how Tarkovsky’s 

films produce haptic images of architecture that, in their involvement with the viewer’s sources 

of memory and mental imagination, helps the viewer to draw on their own combination of 

sensibilities to experience time in addition to space. In this way, Tarkovsky’s films allow the 

viewer to experience time in a way that no longer follows the objective linear order of the past 

and the present, but the time in where the past and the present are two faces of the same 

moment. 

 

To support my argument about this haptic embodiment and the participatory notion of 

spectatorship, I also rely on the art historical studies of Bernard Berenson (1865–1959) and the 

phenomenological studies of Merleau-Ponty to explain the possibility of the mimetic and 

embodied experience of touch through the body. I will explain that for Berenson, vision alone 

does not give us an accurate sense of the third dimension. Instead, in the presence of our tactile 

imagination, or the ability to imagine physical contact with the object, we can perceive an 

object’s depth or its third dimension. By much of the same token, Merleau-Ponty (1964) 
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suggests that the moment we have a complete perception of an object, one of whose sides we do 

not see, a pre-existing embodied knowledge of that object is impressed in our body. In light of 

these two studies, I will argue that despite the two-dimensional and entirely audio-visual 

architecture of Tarkovsky’s films, we can still perceive them tactilely. 

 

In order to strengthen my argument about the temporal possibilities of Tarkovsky’s haptic 

images, I focus on Bergson’s notion of lived duration that also informed Deleuze’s conception 

of time in his time-image cinema. Drawing on Bergson’s notion of duration, which accounts for 

the way the past and the present co-exist in one’s mind, Deleuze suggests the concept of time-

image wherein time forks into the actual, where the present passes, and the virtual, where the 

past is preserved. Just as for Bergson time cannot be divided into its linear order of the past and 

the present, so for Deleuze does the actual and the virtual form two indiscernible parts of the 

same moment. My understanding of time is informed by this subjective account of temporality 

that, rather than fast forward movement, time takes the spiral path among layers of memories. 

However, my exploration of experiential aspects of temporality branches out from Deleuze’s 

conception of any-space-whatever, to which Marks provides a reference in order to explain the 

category of haptic or sensuous image. In Cinema 2, Deleuze (2013, p. xi) explains that any-

space-whatever pervades cinema after the Second World War:  

The fact is that, in Europe, the post-war period has greatly increased the 

situations which we no longer know how to react to, in spaces which we no 

longer knew how to describe. These were ‘any-spaces-whatever’, deserted but 

inhabited, disused warehouses, waste ground, cities in the course of demolition 

or reconstruction. And in these any-spaces-whatever a new race of characters 

was stirring, kind of mutant: they saw rather than acted, they were seers. 

For Deleuze, these new spaces with their bombed, inhabited and demolished sites no longer 

allow their viewer to describe the space or react to it. Instead, these empty and disconnected 
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spaces challenge their characters to wander, to contemplate, to be ‘seers’. Deleuze parallels this 

space to the image of post-war art films where what he calls the action-reaction circuit, or 

sensory-motor schema, breaks. In the absence of action, space/image is invested by senses. To 

put it simply, similar to the viewer of any-space-whatever who no longer knows how to act 

upon the situation, the characters in Tarkovsky’s films no longer react to a situation in the film. 

Instead, the image rises up ‘a little time in the pure state’ to the surface of the screen (Deleuze 

2013, p. xi). Yet, by this pure interval of time, Deleuze does not mean the time that one 

experiences when looking at the object in the film. Instead, he intends to describe the state of 

post-war art films in which the link between time and the characters’ movement, and hence time 

as a measure of movement, is broken. However, for the purpose of my discussion here on the 

experiential aspects of temporality, I draw on Marks, who interprets any-space-whatever as the 

cinematic image that evokes emotions or visceral responses in their viewers. Hence, just as in 

Deleuze’s any-space-whatever no action is possible, the viewer of haptic or sensuous images no 

longer act upon an image but instead slip into a reverie, where ‘emotion or feeling opens [them] 

to the experience of time’ (Marks 2000, p. 28). In other words, haptic images invite the viewer 

to search among their resources of memories to make sense of space. Hence, by examining 

Tarkovsky’s films, I argue that this bodily contemplation, in the absence of common senses and 

intellectual responses, is a subjective experience of time. Central to my analysis is to discuss 

how by drawing upon a slow, long and probing movement of the camera, characters and shots, 

Tarkovsky creates certain sensuous images and architectural backdrops—as seen in the 

corridors of Solaris’s space station, or in the open natural area the protagonist surveys at the 

beginning of the film (all of which could be considered as any-space-whatever)—that loosen up 

our intellectual response. Hence, in the suspension of rational response, the director produces a 

haptic image that evokes a sense of time within our body by excavating our memories and via 

an extended duration. 

 

 



21 

 

Inconsistency Between Deleuze’s Cinema Theory and Phenomenology 

While my engagement with Deleuze’s time-image cinema is via Marks’s phenomenological 

reading of it, I should note that Deleuze’s cinema study by no means is a theory of film 

spectatorship nor is it in any way aligned with phenomenology. Marks’s theory provides a link 

between Deleuze’s time-image cinema and embodied spectatorship through a phenomenological 

connection branching from Merleau-Ponty and Bergson’s studies. However, Deleuze never 

associates the time-image to any phenomenological thoughts, finding phenomenology 

inadequate for understanding the cinema. In Cinema 1, Deleuze (1997, p. 57) makes an 

important distinction between Merleau-Ponty’s phenomenology and that of Bergson, saying that 

‘What phenomenology sets up as a norm is “natural perception” and its conditions’. One 

example of such a norm can be observed in Merleau-Ponty’s phenomenology of perception in 

that all experiences are available to one’s consciousness, and one only needs to be present at the 

moment and perceive these experiences. Deleuze (1997, p. 57) doubts that all experiences are 

available to one’s consciousness and suggests that cinema is able to produce other experiences 

or a world that surpasses such natural perception: ‘[Cinema] is not the same as the other arts, 

which aim rather at something unreal through the world, but makes the world itself something 

unreal or a tale [récit]’. For Deleuze, consciousness and natural perception no longer possess 

any privilege over the world, as phenomenology suggests. Instead, as Deleuze communicates 

explicitly, for perceiving the world, one no longer needs the omnipresence of the consciousness 

as a beam of light that illuminates the world, but the world is luminous by itself. As Bergson 

would say, Deleuze (1997, p. 61) acknowledges that the world, consciousness and the image are 

of the same nature and cannot be distinguished. 

 

Although Deleuze sees Bergson’s statement in contrast to that of phenomenology, I suggest that 

the phenomenological study of Merleau-Ponty involves the same understanding of perception 

and the body when he discusses the phenomenal body (Leib)—the body, which is the world 

itself—as opposed to the body as corporeal (Körper), which is external to the world. More 
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significantly, through a phenomenological lens, we can see how the viewer might experience 

the temporal immediacy of the image. To analyse the experiential aspects of architectural 

imagery in films and the way time could be a perception of skin, this thesis draws on 

phenomenology with its premise that one’s body is not a passive object but a source of 

perceptual meanings itself. Perhaps Marks (2000, p. 150) best describes the inconsistency in 

Deleuze’s works: ‘Deleuze says “Give me a body, then,” but his interest is not in exploring how 

cinema relates to the bodies we have already been given’. In this respect, in a more 

phenomenologically grounded theory of film spectatorship, Marks draws on Deleuze’s 

categories of images in movement-image and time-image cinema to distinguish between optical 

visuality (the vision that is objectifying) and haptic visuality (the vision that is intersubjective). 

More importantly, she draws on affection-images and attentive recognition to demonstrate how 

memories are embodied in the senses and how certain types of images can revive these 

memories. Moreover, she parallels her category of the haptic image with Deleuze’s optical 

image in time-image cinema—those unclichéd images that force the viewer to contemplate the 

image itself instead of being pulled into a narrative (Marks 2000, p. 162-164). Deleuze defines a 

pure optical image as a system of exchanges wherein the actual image and the virtual image run 

after each other around a point of indiscernibility. Hence, the optical image could raise up a 

direct image of time. Considering the optical image in the context of a theory of film 

spectatorship, Marks (2000, p. 40) reads this image as ‘two disjunctive representations of the 

same moment’, which also highlight the dimension of time. 

 

Following the distinction between optical visuality and haptic visuality, I first argue how 

architecture tends to rely on our optical sense in distinguishing forms of buildings, in sharp 

contrast to the architectural imagery of Tarkovsky’s films, which engage haptic visuality and 

raise a sense of time as a form of embodied memory and slow movement. To explore the way 

Tarkovsky produces haptic images, I draw on Riegl as well as Deleuze and Guattari’s work that 

differentiates haptic and optic space. These two studies, together with Marks’s characterisation 
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of haptic images in regard to intercultural films, allow me to explore the aesthetic methods of 

Tarkovsky’s images, including the way that his films hold our attention on their surface until we 

attain a tactile experience of time. This apprehension of time also happens in the occasion of 

slow movement, which Tarkovsky often relies on by using confused and observant characters, 

slender and elliptical narrative and, more importantly, the multisensory quality of mise-en-

scène. In effect, Tarkovsky’s slow cinema appears to capture Deleuze’s any-space-whatever—

which is either a space of transit, a type of in-between space or, more generally, a space that has 

not been activated by narrative or made situational. As a consequence, space in his films 

appears somehow emptied, indeterminate. This emptied or ‘meditative’ space gives us time to 

think and even allow our minds to start imagining (Rosenbaum 2001; Schrader 2018). More 

significantly, the haptic character of this architectural imagery has the power to keep us on edge 

between the real and imaginary, the past and present and the objective and subjective, all of 

which have a place in, and form, an experience of time. 

 

Methods and Principles 

In order to explore the hypothesis of this study, which is that contemporary architecture is too 

optical and overwhelmingly speed-driven to foster a temporal experience and character of built 

environment based on the haptic and tactile perceptions, this thesis employs the following 

research questions: 

1. How could a haptic mode of perception of built environments (already engaged by 

phenomenologists) contribute to a temporal understanding of built environments?  

2. How does architecture fail to address the significance of the haptic experience of time? 

3. How could cinema offer a mode of understanding architecture in the dimension of time 

by appealing to the haptic character?  
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4. What are the thematic, aesthetic and textural qualities of Tarkovsky’s films that offer 

representations that evoke senses other than vision, embodying alternative modes of 

knowing that prompt memory? 

To address these questions, a qualitative content analysis of secondary data collected from 

scholarly sources from the fields of architecture, urban studies, art history and cinema studies 

was conducted. As a method, the qualitative content analysis helps to distinguish the presence 

of certain words, themes or concepts within a range of qualitative data—that is, text—in order 

to reveal patterns in the qualitative content (Bell 2004; Neuendorf 2017). In this view of this 

research method, I first investigated secondary data such as architectural textbooks, journal 

papers, collections of essays and doctoral theses that provide an explicit reference to the key 

term ‘haptic’. One of the key outcomes of this review of contemporary literature on haptic 

experience in the field of architecture was the frequency of references to a few critical studies of 

the 1960s and 1970s that highlights the limits of the architecture not just in its inclusion of 

tactile experience but by its over-emphasis on ‘seeing as the primary the primary sensual 

activity in architecture’ (Bloomer & Moore 1977, p. 49). This scholarship includes, but is not 

limited to, Lynch’s The Image of the City (1960), Jacobs’s The Death and Life of Great 

American Cities (1992), Lefebvre’s Toward an Architecture of Enjoyment (2014) and 

Frampton’s ‘Towards a Critical Regionalism: Six Points for an Architecture of Resistance’ 

(1985). Throughout this literature review, and as consistent with the comparative approach 

associated with the method of content analysis, I present Tarkovsky’s conceptual thoughts in his 

writing Sculpting in Time (1989) as well as cinematic examples of his films to identify the 

distinction between architecture that is ‘spatial’, ‘image-driven’, ‘objective’ and ‘vision-

oriented’; and architecture that could expand our knowledge toward ‘temporal’, ‘non-visual’, 

‘subjective’ and ‘haptic’ modes of perception. 

 

The content analysis of literature allows this thesis to provide evidence that contemporary 

architecture is indeed too ocularcentric and too speed-driven to shape our experience of time in 
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built environments. Hence, by focusing on two key concepts of movement and memory and 

viewing them through a phenomenological lens that pursues ‘individual sense attributions’ of an 

object, setting or event (Flick, Kardorff & Steinke 2004, p. 5), this thesis explains and explores 

how certain types of cinema transforms the ocularcentric character that cinema shares with 

much of contemporary architecture to augment temporal experiences of built environments. In 

this respect, the cinematic case studies are investigated on the basis of visual content analysis to 

further evidence the significance of haptic experiences of architecture and, more importantly, 

their capacity to propose a temporal awareness. To follow the objective of this study, I use two 

cinematic cases studies of Nostalgia and Solaris to determine the types of haptic qualities that 

the viewer draws from to understand the built environment of the films in the dimension of 

time—that is, to identify the types of haptic character that prompts embodied memories and 

slow or embodied movements. According to Bill (2004, p. 9), the items that will be analysed in 

the visual content analysis are pieces of visual and verbal information that could be broken 

down into their constituent elements such as ‘sequences of representation (scenes or shots in 

television or film)’ (see also Neuendorf 2017). Visual variables in this analysis include 

cinematic scenes that involve settings such as buildings, houses, rooms and other architectural 

settings or sites. These scenes will be investigated through the way their mise-en-scène, or 

architectural staging combined with the temporality of editing (shot length, rhythm) and camera 

movement, prompts a sense of subjective, non-linear and lived time by way of haptic qualities 

such as touch, sound, movement and the memory of the past. 

 

Through the visual content analysis of these case studies, this thesis works to develop a frame of 

thinking about the significance of haptic qualities in their impact on our perception of time, 

rather than the perception of space. Haptic and existential qualities have been the subject of the 

contemporary transdisciplinary spatial studies by phenomenological, environmental and 

behavioural scholars who at the turn of the century began to value tactile and positional 

awareness as part of people’s knowledge of space. For instance, theorists such as Shusaku 
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Arakawa and Madeline Gins, Jean Hillier, Brian Massumi and Erin Manning suggest a system 

of thinking about the built environment as a paradigm related to the significant aspect of spatial 

experimentations according to the movement of the body through space. Yet this thesis seeks to 

develop an alternative direction in evaluating the importance of haptic or existential qualities for 

the purpose of including and gaining a knowledge of time. 

 

Why Tarkovsky? 

Architecture is often understood as the art of building space, where the architect makes space 

visible by using materials. But Ingrid Helsing Almaas (2009, p. 20) offers an alternative 

viewpoint, saying that ‘to create something that could be called architecture and not just 

building, you need to look beyond the three physical dimensions and find a way to incorporate 

human experience – that is, the dimension of time – into architectural thought’. To this end, this 

thesis turns to the cinema of Tarkovsky to cultivate an alternative sensibility. This will be done 

by examining how this filmmaker incorporates human experiences into his films’ 

representations of architecture by highlighting their haptic qualities, which draw upon the 

memory of the senses. Tarkovsky, in his design of space and spatial experience, puts, as Almaas 

says, ‘the dimension of time’ into our ‘architectural thoughts’. 

 

Using the cinema of Tarkovsky as an exemplar, I explore how the director uses long takes to 

immerse the viewer within the image of the film, mise-en-scène to put the viewer in the state of 

the character’s mind and mobile framing to evoke a sense of movement. Through these features, 

instead of purely optical representations of the built environment, Tarkovsky encourages haptic 

engagement with the built environment to produce a tactile sense of time, whose temporality 

takes a spiral path through embodied memories and movements. According to historian and 

literary critic Lewis Mumford (2010, p. 343), the motion picture ‘contributes something to our 

picture of the world not given completely in direct experience’. Tarkovsky (1989, p. 111) 
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himself refers to author Nikolai Gogol and indicates that the function of the image is neither to 

signify nor to symbolise life but rather to embody and express life itself. Consequently, the 

cinematographic images of Tarkovsky’s films permit a discussion about the temporality of the 

built environment, wherein time might be experienced as the durational perception of embodied 

memory and/or movement. 

 

Knowing that the haptic visuality ‘inspires an acute awareness that the thing seen evades vision 

and must be approached through other senses’ (Marks 2000, p. 191), my selection of 

Tarkovsky’s films are based on sensuous images that the director produces and the way that he 

uses them to thematically focus on the absent and/or embodied memories. According to Ravi 

Vasudevan (1994), no director other than Tarkovsky shows a central focus on the questions of 

time, history and memory that are integral to both his writing and films. Besides the thematic 

characteristic of his films that could provide an answer to my research question on temporal 

experiences, Tarkovsky produces spaces that, in their tactile engagement with our body, evoke 

emotion, the imagination and experiential experiences. According to Pallasmaa (2001, p. 88), 

Tarkovsky’s films involve qualities of space that ‘are measured equally by the eyes, ears, nose, 

toque, skin and muscles’. 

 

In addition to embodied memory, Tarkovsky’s films permit a frame of discussion about 

embodied movement, which, as I explained above, could be another form of temporal 

apprehension. In fact, Tarkovsky’s slow cinema appears to capture Bergson’s theory of durée: a 

subjective, also kinaesthetic, engagement with time that involves the simultaneous act of the 

mind and juxtaposition of two distinct moments. To put it simply, through his long takes, 

Tarkovsky allows us to be aware of the passage of acute time and yet, at the same time, draws 

on our kinaesthesia to link two incompatible spaces, one of which belongs to the past, the other 

is of the present. Moreover, with mobile framing, Tarkovsky further highlights the kinaesthetic 

sense of movement that, as I will explain, is an internal, also intuitive, form of movement that 
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demands the viewer bring their resources of imagination to experience motion. This embodied 

movement is more central to his film Solaris which forces us to draw on our kinaesthetic 

movement—of our thoughts—to apprehend a futuristic extra-terrestrial space that 

unconventionally gives us a sense of the past. In fact, in Cinema 2, Deleuze (2013, p. 75), who 

significantly reflects on Tarkovsky’s works, calls Solaris a ‘tuning crystal’—a two-sided image 

that instead of following the sensory-motor logic creates an indiscernible sensation that falls 

into the past and the present simultaneously. 

 

Tarkovsky’s films are exemplary of Deleuze’s notion of time-image, which I use to examine the 

occasion of slowness around a slender narrative. As I mentioned, in time-image cinema, time is 

detached from narrative and encoded in the image and is ‘its own boss’ (Deleuze 2013, p. 42) as 

opposed to the movement-image cinema where time is understood only through narrative 

action—that is, the movement of bodies in space. Among Tarkovsky’s seven feature films, 

Solaris (1972), Mirror (1975), Stalker (1979) and Nostalgia (1983) most significantly represent 

spaces (images) that no longer communicate through narrative. It is not just that the cinema of 

Tarkovsky may be considered as non-narrative (Schrader 2018) or anti-narrative (Burns 2011) 

cinema, but rather that it is the use of the long and slow takes that creates a temporal 

apprehension of space. In other words, the director takes advantage of the aesthetics of slowness 

to evoke a sense of curiosity in addition to a feeling of duration based in touch and 

kinaesthetics. For Tarkovsky, and his likes such as Dreyer, Michelangelo Antonioni and 

Angelopoulos, the treatment of slowness is not a critical response to the speed of the films in 

mass Hollywood film productions (Bordwell & Thompson 2008) but a way to evoke 

contemplative emotions or a sense of time. It is with this significant attention to temporal 

representations when Tarkovsky (1989, p. 63) in the Sculpting in Time writes that ‘I think that 

what a person normally goes to the cinema for is time: for time lost or spent or not yet had’. 

 

 



29 

 

Outline of the Thesis 

Following up on hypothesis and my research questions on temporal experiences and their 

importance in our experiential being, I organise this thesis into five main chapters. The first 

three chapters seek to discuss the limits of vision-centred perception as a mode of gaining 

knowledge and to explain haptic visuality—as an alternative mode of knowing and gaining 

temporal experience. The last two chapters are focused on analysis Solaris (1972) and Nostalgia 

(1983). 

 

Chapter 1 reviews the literature on architecture and urban planning of the 1960s onwards to 

provide, firstly, an overview of the constraints of architecture in producing haptic space and, 

secondly, the reason/s why we need to experience time in the built environment we inhabit. In 

the first part of this chapter, I reflect on the haptic sense of space from the phenomenological 

point of view. Against this backdrop, I will explain the controversy between haptic space and 

the optical space of today’s architecture. By reviewing the history of the railroad’s appearance 

in modernity, I will explain how space has been reorganised from the haptic space of pre-

industrial cities to the optical space of industrial and contemporary urban spaces and, 

consequently, how the consciousness of time has gradually changed from slowness to speed, 

with the rise of new modes of transportations and modern building materials. In this respect, my 

goal is to demonstrate how the body is deprived of its tactile sensations by transforming to a 

mere passenger, which now gains knowledge of the environment by appealing to its optical 

perception. In the last part of this chapter, I will explain how the critics of ocular bias of modern 

architecture (such as Jacobs, Lynch and Frampton) and contemporary architecture (such as 

Harries and Pallasmaa), raise their concerns about the space of architecture as too rational and 

too functional and thus seek a tactile corrective to the work of architecture. However, as the 

review of the literature concludes, in spite of their interventions, architecture tends to abide by 

the optical dominance and existence at the level of spatial planning. 
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Chapter 2 begins with the argument that the critiques of the ocularcentric bias of today’s 

architecture tend to misread vision as merely instrumental and objective. With this in mind, this 

chapter explains another form of visuality that Marks formulates as haptic visuality. I examine 

the theory of haptic visuality to show how the viewer of architectural imagery in Tarkovsky’s 

films might acquire temporal experiences. In so doing, this chapter aims to explore a theoretical 

framework for investigating Tarkovsky’s films, which, as this thesis suggests, could model how 

we might experience time in our built environment. To unfold the subjective account of haptic 

visuality and the way it could retrieve embodied memories, and thereby time, I draw on the art 

historical studies of Riegl (1985) on ‘close vison-haptic space’ as well as philosophical enquiry 

of Deleuze and Guattari (2005) on ’close-range vision’. Besides embodied memories and 

considering how Tarkovsky significantly engages with slow cinema and the act of slow 

movements by characters and/or the frame, I explain two types of movements: kinetic and 

kinaesthetic. Kinetic emphasises the physical or mechanical act of movement, whereas 

kinaesthetic allows us to use our mental faculties and imagination. Hence, this chapter draws on 

the themes of memory and movement to excavate haptic qualities that Tarkovsky uses to engage 

our eyes with the surface of his architectural imagery. As this chapter concludes, architecture 

conceived by Tarkovsky opens up haptic spaces that condense time as a form of embodied 

memory and slow movement within themselves and in excavating this architectural imagery we 

are able to gain a knowledge of space through the dimension of time. 

 

Chapter 3 aims to explore how a haptic vision could evoke a sense of time. Here, I argue that 

the extended participation of the eye in the act of seeing is a form of temporal perception in 

itself. This temporal perception might be evoked in two forms: first, as a form of extended time, 

where the eyes expend to make the body familiar with space; and second, as a form of embodied 

memory that vision evokes so that we experience the past and the present simultaneously. 

Theoretically, because the haptic visuality emphasises the spatial relationship between the 

spectator and the film (a theory of embodied spectatorship), I draw on Deleuze’s time-image 
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cinema and the way its temporal implications inform Marks’s theory of haptic visuality. Central 

to this exploration of the concept of time is Deleuze’s distinction between objective (indirect 

and linear) time and subjective (direct and lived) time—that he borrows from Bergson’s 

studies—in movement-image and time-image cinema respectively. In this respect, this chapter 

shows how by putting our senses in an extended and slower duration, our haptic vision could 

disturb the linear logic of past and present and allow an experience of time where the past co-

exists with the present. This subjective account of temporality will be further examined in 

Tarkovsky’s films to explore techniques the director uses to evoke a perception of lived 

duration. 

 

Chapters 4 and 5 are case studies that visually explore Solaris and Nostalgia. Drawing on the 

theory of haptic visuality, I examine how these two films involve our eyes with their haptic 

images through their gradual unfolding, which gives us an experience of time. In Solaris, I seek 

to explore the way Tarkovsky relies on nature and a rusticated space station to challenge the 

notion of a futuristic sense of time. Hence, the representation of architecture and nature in 

Solaris summons temporal experiences as a sense of durational aesthetic and memory. To 

explore how Tarkovsky immerses us in the image of his films, I compare Solaris with Stanley 

Kubrick’s 2001: A Space Odyssey (1968) to highlight the distinction between haptic and optical 

space—the first giving us a sense of time, and the latter assisting us to configure space. In 

analysing Nostalgia, I focus on the thematic excavation of the concept of home and the way it 

creates a sense of time not just through the awakening of memories but also through the film’s 

expression of tiredness and waiting. I will explain that by using long takes and a unique mise-

en-scène, Tarkovsky transforms the notion of home into a form of memory.  

 

I conclude this thesis by explaining that the temporal sensory experiences are differentially 

available to us depending on our own sensorium. However, as Tarkovsky’s films reveal, sense 

experience can be part of an aesthetic and an environment’s design. In this respect, I suggest 
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that in its attention to haptic qualities, feelings and forgotten memories, architecture might also 

be able to generate new forms of sense experience and new ways of embodying our relation to 

the world. These emerging configurations of sense experience also contribute to the Slow 

Movement that is initiated in other scholarly disciplines, such as food, cinema, city planning and 

photography, to advocate a cultural shift toward slowing down life’s pace so as to appreciate the 

dimension of time and haptic experience as much as the dimension of space and optical 

awareness. 
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CHAPTER 1.  

VISION, TIME AND THE HAPTIC IN POST-WAR ARCHITECTURE: A 

REVIEW OF LITERATURE 

 

Introduction 

In support of this thesis’s argument which focuses on the relation between temporal perception 

and haptic engagements of senses other than vision, this chapter discusses literature on 

architecture, temporal perception and the senses. Key to this argument is the contention that the 

primacy of vision—derived from traditions of Marxist and phenomenological thought—while 

serving the purposes of capitalism, consumerism and aesthetic populism, also restrains other 

sense experiences (Adorno 1984; Benjamin 1968; Jameson 1997). Similarly, with the 

proliferating adoption of modern materials and new technologies, post-industrial contemporary 

architecture and urban planning prioritise visual and spatial presences (Castle 2016; Franck 

2016; Makower 2016; Pallasmaa 2005). Responding to this, Pallasmaa (2000, p. 78) observes 

that ‘as a consequence of the power of the eye over the other sensory realms, architecture has 

turned into a form of instant visual image’. Therefore, as Pallasmaa suggests, instead of sensory 

invitation and embodied perception of the built environment which can augment an experience 

of time, such modern or post-industrial architecture emphasises optical images for instant 

persuasion and immediate visual consumption. 

 

As a counterpoint to this trend of sensory impoverishment, this chapter critically examines how 

the cinema of Tarkovsky might offer an alternative, multi-sensorial model of environmental 

engagement that departs from the purely optical character of both architectural and cinematic 

experience. These cinematic examples possess strong potentialities to produce embodied 

perception and through this alternative mode of knowledge, as my thesis argues, an experience 

of time. Central to this examination is to show that architecture’s greater potential (i.e. to be 

three-dimensional) to impact the viewer’s body can be glimpsed through Tarkovsky’s films 
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which, despite being the audiovisual medium, trigger an experience of time through haptic 

perceptions. Yet, before exploring how these films evoke an experience of time, this chapter 

seeks to further explore how architecture has failed to produce such hapticity and why it is 

important to experience time in the built environment we inhabit. To address these two 

questions, I review literature that explores the character and significance of haptic perceptions in 

architecture and highlight two circumstances shaping our experience of built environments. 

Firstly, this chapter elucidates that despite many interventions by architectural scholars and 

critics, the predominant architectural and urban practices reveal a tendency to standardise 

environmental conditions and to arrange space for speed and efficiency, which results in a more 

rapid optical apprehension. Secondly, it considers how this emphasis on the standardised space 

and the hegemony of visual experience, divorced from other sensory experiences, might cause 

sensory impoverishment and thus fail to offer an experience of time. What is missing is a 

sensuous knowledge, which can by contrast be found in Tarkovsky’s films and might also be 

engaged within architecture if in these built environments we appeal to a durational quality of 

temporal passing or a sense of slowness that appeals to all bodily sensations. 

 

To elucidate the problem of the visual bias in contemporary architecture, I start by examining 

the 1960s and 1970s scholarship of prominent phenomenologists and critics of modernismsuch 

as Jacobs, Lynch, Frampton and Lefebvre whose works have influenced more recent studies by 

Pallasmaa, Harries and Franck. These scholars address the problem of modern and 

contemporary cities as being too vision-centred and too fast, in contrast to pre-industrial cities 

which were more tactile in the experiences they offer and less hurried. According to Pallasmaa 

(2016, p. 54), what he characterises as the neurotic relationship between today’s architecture 

and time is related to ‘to the contemporary ideals of agelessness, newness and limitless 

consumption of our consumerist society’, whereas he sees pre-industrial architecture as 

valorising ‘cultural continuity’ and ‘the quest for existential meaning’. In these concerns, this 

project is closely aligned with phenomenlogy. However, according to Jameson (2003, p. 696), 
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phenomenology did not ‘offer promising starting points for anything calculated to fire the 

imagination’ and the dominance of space after postmodernism is as such that ‘nobody reads 

Valéry’s essays anymore, who talked about space beautifully from a temporal point of view but 

in long sentences’. Jameson’s observation notwithstanding, to return to an experience of the 

dimension of time would allow for a more humanistic and subjective relationship to architecture 

that, like Tarkovsky’s cinema, could engage with imaginings, feelings and forgotten memories, 

giving us an existential foothold in our everyday encounters with the built environment. 

 

A Conception of Time and Haptic Theories in Architecture  

In this thesis, I argue that while the perception of space in architecture has often drawn on the 

sense of vision as a primary medium of gaining knowledge, the consciousness of time awakens 

the other senses and values the body as an organ of multi-sensorial experiences. To begin, this 

part first reviews how contemporary architecture tends to engage with our sense of vision to 

allow an understanding of spatial orders and in doing so over-emphasises visual/spatial qualities 

at the expense of our other senses. Next, by drawing on the works of phenomenologists and 

critics of ocular-centric architecture, it demonstrates how haptic qualities and close-to-body 

experiences of architecture might cultivate a knowledge of time. Finally, it points to how haptic 

space appeals to non-visual, embodied and sensuous knowledge in order to embrace a degree of 

slowness both through our thoughts and within our body. It is important to acknowledge that a 

quest for haptic and multi-sensorial qualities of architecture has appeared in the broader 

theoretical debates about the phenomenology of architecture. 

 

In the middle years of the twentieth century, as Bernard Tschumi (1977) observes, avant-garde 

architects and theorists abandoned modernism’s ideology of rationalism and functionalism in 
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architecture.3 During the 1960s and 1970s, architecture theorists of phenomenological interests 

such as Christian Norberg-Schulz, Lynch and Frampton placed a greater emphasis on existential 

meaning, cultural continuity, experiential reality of perception and emotional impact (Pallasmaa 

2016). Instead of the dominant questions about formal characteristics and functional 

compatibilities of the building, initially posed by early modernists such as Le Corbusier and 

Bauhaus School members such as Walter Gropius, the phenomenology of architecture raises 

questions about the feelings, perceptions and imaginings that the work of architecture could 

evoke. Despite the phenomenologists’ attempts to replace ‘the perspectival representation and 

the linear narratives’ of modernism with the experiential, the modern consciousness has 

continued to develop towards ‘the unrivalled dominance of the sense of vision’ (Pallasmaa 

2016, p. 52; see also 2000). According to Jameson (1997), even postmodernism in architecture, 

a movement that initially emerged as a reaction against the visual and spatial authoritarianism of 

the architecture of modernism, entered the realm of symbolic representation. Postmodernists 

such as Charles Moore, Michael Graves and John Portmans used a direct visual imitation of 

classical orders in their buildings. At the same time, Venturi and Frank Gehry placed even 

greater emphasis on the realm of visuality by transforming buildings ‘into a virtual sculpture, or 

monumental “duck”’ (Jameson 1997, p. 238). 

 

It should be noted that the phenomenology of architecture does not explicitly engage with how 

people experience time within a built environment. Yet through the way that it provided 

architecture with existential and experiential attributions, the phenomenology of architecture 

began to value haptic and multi-sensorial experiences that according to Pallasmaa (2016, p. 57) 

evoke a temporal continuum. For example, in Genius Loci: Towards a Phenomenology of 

Architecture (1980), Norberg-Schultz was among the first proponents to issue a call for an 

 

3 In his essay of 1977 ‘The Pleasure of Architecture’, Tschumi aptly describes the functionalist and 

rationalist dogmas as the character of modern movement, which have been endlessly debated by the 

avant-garde in opposition to terms such as sensuousness and formlessness. 
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architecture that could give its inhabitants an ‘existential foothold’. By drawing on  Heidegger’s 

essays on language and aesthetics, Norberg-Schultz argued that we could identify with an 

environment if we experience it as meaningful—meaning being grounded in, among other 

things, a sense of the temporal. More recently, Pallasmaa, whose architectural theories also 

branch from Heidegger, besides Merleau-Ponty and Gatson Bachelard, indicates that the 

phenomenology of architecture reveals the significance of haptic intimacy and participation. 

According to Pallasmaa (2000; 2005; 2016), an authentic work of architecture could promote a 

slower experience of the environment and thus raise a sensation of time as a continual and lived 

process. To this end, while this thesis draws on phenomenology as a broader theoretical 

approach to the question of time in the built environment, it uses haptic epistemology as a way 

to explore temporal possibilities. According to Máire Eithne O’Neill (2001, p. 3–4), the haptic 

mode of perception is a way of understanding the environment beyond visual-spatial perception 

and involves the combinations of senses, such as ‘touch, positional awareness, balance, sound, 

movement, and the memory of previous experiences’. In this view of haptic experience, 

particularly in its engagement with movement and memory—the two terms that also signify 

time and the temporal—this thesis explores how we gain knowledge of time, as a form of 

embodied memory and extended movement, not solely through the model of vision but through 

the intelligence of the perceiving body. 

 

This thesis argues that Tarkovsky’s cinema best exemplifies the built environment that not only 

inspires a slower movement but also prompts memory by drawing on haptic qualities. This 

temporal experience of architecture is due to the director’s emphasis on the intelligence of the 

perceiving body when representing the built environment in his films. The slow movement is 

part of the agency of his cinematic frame, and the question of forgotten memories is central to 

his films. For example, in Sculpting in Time, Tarkovsky (1989) explains how in Mirror (1975) 

he shot most of the scenes in slow motion, so that the audience could be aware of time, which, 

in contrast to the constrained movement on screen, streams beyond the edge of the frame. In 
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another comment about Mirror, Tarkovsky (1989, p. 132) explains how the memory of place 

helps him to re-create and represent the house where the main character spent his childhood: 

This building, which over the years had fallen into ruins, was reconstructed, 

‘resurrected’ from photographs just as it had been, and on the foundations 

which had survived. And so it stood exactly as it had forty years earlier. When 

we subsequently took my mother there, whose youth had been spent in that 

place and that house, her reaction to seeing it surpassed my boldest 

expectations. What she experienced was a return to her past; and then I knew 

we were moving in the right direction. 

Therefore, when Tarkovsky represents the house, which was reconstructed ‘on the foundations 

it had survived’ through a take of long duration and a slow-moving frame, he gives an effect of 

stretched time which, through the reshaping of cinematic perspective, alters the relationship 

between the viewer’s body and the cinematic representation of architecture. On the other hand, 

he relies on knowledge encoded in memory to encourage the viewer to develop a deeper 

understanding of the essence of the house by strengthening their emotional connections with it. 

In much the same manner and inspired by James Gibson’s (1966) model of perception, 

architects Kent Bloomer and Moore (1977, p. x) suggest that what we know about our physical 

environment is ‘not locked into the immediate present but can be recollected through time’. 

 

Bloomer and Moore also argue that the significance of memory as part of human existence in 

the built environment has been characterised as ‘nostalgia’ and is therefore frequently dismissed 

in the field of architecture. However, as Svetlana Boym (2001) has pointed out in The Future of 

Nostalgia, although nostalgia is often thought of as ‘taboo’ (p. 30), it is not just a ‘romance with 

the past’ (p. 10)—it is also ‘a symptom of our age, a historical emotion’ (p. 13) which includes a 

longing ‘to prolong our time, to make it free, to daydream, against all odd resisting external 

pressures and  flickering computer screens’ (p. 18). Nostalgia is a longing that Boym (2001, p. 
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108) also connects with the haptic, observing that late twentieth century ‘discussions of the city 

reveal an acute sense of loss of concrete corporeality of the material space, of the Baude-lairean 

city with its smells, and sounds. . . distinct architectural memory and urban theatricality, 

anonymous yet erotic’. 

 

Tarkovsky’s cinema is a good example of what Boym (2001) calls ‘reflective’ nostalgia, as it 

focused on individual relation to memory and experience of the temporal. Tarkovsky represents 

both through the temporal features of his filmmaking (shot duration and camera movement) but 

also through constructions of the mise-en-scène. He draws on the significance of memory, or 

one’s own recollection of a house through time, for instance, in his construction of the setting of 

Mirror that O’Neill (2001, p. 10) might describe as a place where ‘The memory of place-

specific, haptic experiences in childhood and adolescence formed vivid and deeply felt 

attachments for [architecture]’. Moreover, by drawing on the relationship between the space on 

screen and the slow duration of time that goes beyond the edge of the frame, Tarkovsky allows 

the viewer to contemplate the image of the house that in its own right prompts memories. Thus, 

in the way that Tarkovsky cinematographically organises vision temporally through slow 

motion and reframing, he draws the viewer’s attention to time and temporal experience as a 

relationship between the space of the diegesis and an imagined/constructed perceiving body that 

moves slowly through that space—a space that, through his design of setting, of mise-en-scène, 

is itself devoted to conjuring individual experiences of memory and of nostalgia. 

 

As I mentioned in the introduction, etymologically, the term ‘haptic’ means the tactile, 

kinaesthetic and proprioceptive qualities: the way we experience an object through touch, 

muscle movement and spatial positioning. Different from its use in fields of science (such as 

psychology, neurophysiology and anthropology) as a direct experience of skin contacts, in 

architecture, the term hapticity is used to implicate a mode of embodied experience or, in other 

words, the way the environment stimulates a sense of touch through our body. One of the first to 
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advance the expression of ‘hapticity’ in relation to the environment and to the conception of 

time is Pallasmaa. In his 1996 study, The Eyes of the Skin: Architecture and the Senses, 

Pallasmaa (2005) initially explains hapticity as part of a much larger phenomenological 

discussion of architecture, which entails a multi-sensorial perception of the human body.4 Using 

the term ‘hapticity’ in relation to the built environment, Pallasmaa describes slow-growing 

ancient cities as examples of architecture that valued aural, olfactory, gustatory and tactile 

senses (Baudelairean, as Boym would put it); these slow-growing ancient cities are in contrast 

to the functionalist and rationally planned modern cities that fulfil the sense of vision alone. 

 

Pallasmaa is influenced by the critiques of vision-centric architecture during the 1960s and the 

1970s (which I will explain later in this chapter).; This Cartesian rationalism, as Bloomer and 

Moore (1977, p. 23) best put, assigns objective meanings to buildings ‘and these meanings were 

to be deduced, not sensed’. On this account of sight, Pallasmaa argues that vision is a sense of 

detachment, whereas touch is a sense of unity and continuity. Architecture that imposes a spatial 

order in place corresponds to our vision, whereas a slow-growing city, which has been shaped 

by its inhabitants over time, communicates with our other senses such as smell, taste, hearing 

and, most importantly, touch. It has been nineteen years since the publication of the essay 

‘Corporeal Experience: A Haptic Way of Knowing’ (2001), in which O’Neill proposes that 

architectural discourse has abundant reasons for taking into account tactile sensibilities such as 

sound, olfactory qualities and movement of the body in space; however, ‘this accounting is 

difficult because our training is primarily visual’ (O’Neill 2001, p. 3). Even after two decades of 

emphasis on multi-sensorial approaches to design, this thesis argues that architecture still tends 

to be preoccupied with one type of perceptual experience based on vision. This chapter will 

 

4 Two years before first publishing The Eyes of the Skin, Pallasmaa co-authored Questions of Perception: 

Phenomenology of Architecture (2006) with Holl and Pérez Gómez. In this study, they advanced a line of 

thinking that stresses the significant role the body plays in perceiving the environment. By drawing on a 

model of embodied cognition (borrowed from phenomenology of Husserl, Heidegger and Merleau-

Ponty), they argue that the body is not a passive object controlled by mind but bears an active subjectivity 

that can influence our thoughts. 
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argue that purely visual perception tends to stress object over experience and assigns weight to 

spatial presentation rather than an experience of time.  

 

Notably, while the studies discussed above consider the experiential qualities of senses beyond 

the visual, they did not explore or consider these qualities in relation to the experience of time. 

Pallasmaa, by contrast, has explored the relationship between haptic qualities and experiential 

accounts of time. Here, Pallasmaa (2000; 2016) suggests that haptic and multi-sensorial 

architecture makes people experience time either as a form of continuous duration or as a 

memory of the past. Useful for this project, Pallasmaa (2016, p. 57) asserts that haptic 

experiences evoke temporal continuum where time might be perceived haptically and ‘duration 

becomes a perception of the skin’. He also discusses at length the quality of materials that can 

show traces of change over time and the value of historical sites as devices that transport us to 

the past. Yet the interpretive effort in the hapticity of historical sites and their relation to the 

concept of time may be limited in scope if the guiding assumption for the temporal experience 

of architecture can only be identified by purely visible formal elements. If we accept the notion 

of the tactile experience of time, we must consider the temporal experience of architecture as 

also including the non-visual. In what follows, I reflect on this limitation by investigating the 

theoretical resources that inspired Pallasmaa’s phenomenological view of the haptic and multi-

sensorial perception of architecture and the way they could be seen in relation to the objective or 

subjective expressions of time and the temporal. 

 

Both in his book of 1996 (2005) and his essay of 2000, Pallasmaa draws on the anthropological 

studies of Ashley Montague to explain that the skin is the primary source of communication 

without which the haptic continuity between self and the world would be broken. However, 

Pallasmaa never explains how Montague’s medical studies on the significance of cutaneous 

function in infants might be applied to architecture and to experiencing time in particular. 

Instead, he draws on two other sources to explain a mimetic and embodied experience of touch 
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through the body: the art historical studies of Berenson and the phenomenological studies of 

Merleau-Ponty. These two theorists also allow me to highlight non-visual aspects of spatial. 

More importantly, Berenson’s study of tactile imagination permits a discussion about the 

perception of time through sensibilities beyond visual aesthetics, derived from the movement of 

the eye over spaces/images, which not only engage with spaces/images but also create 

memorable experiences—time as movement and time as memory. Consequently, Berenson and 

Merleau-Ponty’s studies of mimetic and embodied perception are useful in analysing how space 

in Tarkovsky’s films is represented, where, instead of seeing ‘as the primary sensual activity in 

architecture’ (Bloomer & Moore 1977, p. 49), embodied perception producing a temporal 

sensation plays a primary role in shaping our knowledge of the environment. This means that by 

prompting us, cinematically, to engage in tactile experiences, the architecture in Tarkovsky’s 

films evokes a durational sensation, particularly through the way Tarkovsky creates a mise-en-

scène that allows the viewer to imagine and to imitate, ‘to get hold of an object at very close 

range by way of its likeness’, as Benjamin (1968, p. 221) suggests in relation to the work of art. 

This durational and time-related tactile experience of architecture offers insight into what 

humanistic geographer David Seamon (1980, p. 157–158) explains as ‘time-space routine’, 

which entails an understanding of space through the passage of time and through our interactive 

relationship to space over time. 

 

In The Florentine Painters of the Renaissance (1896), Berenson initially seeks to explain that 

vision alone does not give us an accurate sense of the third dimension. Tactile imagination, 

which is the ability to imagine physical contact with the object, gives an object depth—in other 

words, it provides the third dimension (Berenson 1896, p. 4). Influenced by research on 

perceptual psychology, Berenson argues that through a visual impression, a painting can arouse 

perceptions of movement and proprioception in the imagination or even in the body of the 

viewer. This stimulation of tactile sensations needs a degree of mimetic relationship between 

the viewer and the work of art. This means that through an experience of bodily similarity, the 
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haptic work of art can give us a sense of depth and three-dimensionality. Berenson (1896, p. 13-

14) distinguishes haptic painting from an optical painting by comparing two paintings of nearly 

the same object, Giotto’s Ognissanti Madonna (1310) and Cimabue’s Santa Trinita Madonna 

(1290): 

The difference is striking, but it does not consist so much in a difference of 

pattern and types, as of realisation. In the “Cimabue” we patiently decipher the 

lines and colours, and we conclude at last that they were intended to represent a 

woman seated, men and angels standing by or kneeling … we turn to the 

Giotto! Our eyes scarcely have had time to light on it before we realise it 

completely—the throne occupying a real space, the Virgin satisfactorily seated 

upon it, the angels grouped in rows about it.  

In the above description, Berenson reveals how Giotto’s painting puts our tactile imagination 

into play, in a way that we experience sensuous similarity (mimetic or experience of bodily 

similarity) to the two-dimensional surface of the painting. Similarly, Pallasmaa argues that 

genuine architectural works are able to put our tactile imagination into play. Yet, as he rightly 

diagnoses the limits of architecture, our culture of control and speed has favoured the retinal 

image of architecture that has immediate consequences for the imaginary and the distance at 

which we engage with architecture (Pallasmaa, 2000, p. 78). The significance of this argument 

is revealed when we realise that Florentine paintings aim at ‘giving an abiding impression of 

artistic reality with only two dimensions’ (Berenson 1896, p. 4), whereas architecture is a three-

dimensional art form. Nevertheless, despite its greater opportunities to engage with the body, 

today’s architecture is often less than effective in communicating its tactility. 

 

The fading process of tactile engagement with the work of architecture, as Pallasmaa identifies, 

is related to the hegemony of form that began in modernity. In the same way, Manfredo Tafuri 

(1973, p. 41) indicates that ‘Enlightenment architecture from the very beginning postulated one 
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of the concepts fundamental to the development of contemporary art: the disarticulation of form 

and the antiorganic quality of structure’. By much the same token, Tschumi (1977, p. 173) 

explains that the modern movement was obsessed with the question of form, whether it was 

‘Behrens’s ethic of form’ or ‘Olbrich’s impulse to the formless’. Nearly two decades ago, 

O’Neill (2001, p. 3) observed the condition of the twentieth-first century architecture and its 

emphasis on the question of form, writing: 

The institutions of architectural practice and education have a long tradition of 

rewarding the handsome building, or one that is innovative in appearance. This 

is reinforced by the forms of representation and communication we commonly 

use that offer us the visual information we need to assess the appearance of the 

design. Conventions such as unpopulated elevation drawings and models and 

uninhabited exterior photography of architectural precedents persist as basic 

tools of design training.  

O’Neill (2001, p. 3) argues that, despite these basic tools of architectural training being efficient 

means of communication, the form-related and visual forms of representation tend to underline 

‘object rather than experience’ and prompt conversation or critique primarily on visual 

character. In sharp contrast with modern architecture’s emphasis on visual knowledge and 

perception, the architecture in Tarkovsky’s films provides this thesis with an opportunity to 

investigate a mode of knowing based in tactile awareness. I choose his films as case studies for 

efforts to highlight the viewer’s temporal experiences as part of Tarkovsky’s interest in memory 

and in cinema as a temporal art. A study of architectural imagery in Solaris and Nostalgia 

provides further evidence of the importance of haptic perception in understanding space in 

general and an understanding of space in terms of temporal experience in particular. These case 

studies are examined to look at the way Tarkovsky, through his audio-visual medium, shifts the 

focus from a privileging of visual knowledge to tactile and positional awareness. These built 

environments are literally and figuratively eroded as visual or what Pallasmaa calls ‘retinal 
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objects’. First, Tarkovsky presents buildings that are open to the process of weathering and are 

in the state of ruination—that is the case with all buildings in Nostalgia and the space station in 

Solaris. Second, he ties the buildings to their sites by visually dissolving the edge of these 

buildings into the mist, water and fire. This is evident not only in the chosen case studies but 

also in Tarkovsky’s other films, such as Mirror and The Sacrifice. This erosion and blurring of 

surfaces and edges calls upon senses other than the visual in their textural and elemental 

character. Once rendered as haptic experiences, Tarkovsky uses a style of slow movement—of 

the camera, the character and the frame—that, as this thesis discusses, brings into attention the 

significance of memory and the viewer’s temporal awareness. 

 

It should be noted that, unlike the opportunities in real life to have physical movement through 

space and intimate contact with the built and natural environment in architecture, we are 

immobile observers of Tarkovsky’s films or, indeed, any film. Yet, the aim here is to show that, 

in spite of this limitation, Tarkovsky’s cinema gives us the opening to formulate other ways of 

knowing the environment that cannot be gained by merely visual means. Of course, in film, the 

movement is taken up by either the camera or the characters. Yet we still perceive movement 

and the flow of time ‘from lazy and soporific to stormy and swift’ (Tarkovsky 1989, p. 121). 

This phenomenological relationship between the immobile viewer and the perception of 

movement in Tarkovsky’s films appears to capture Merleau-Ponty’s argument about the 

mimetic relationship between the body and the world. As a theory of representation, mimesis 

places a greater emphasis on the mediatory role of the body. In Phenomenology of Perception 

(2005), Merleau-Ponty elaborates that the relationship between human perception and the world 

is fundamentally mimetic—meaning the body often experiences sensuous similarity to the 

physical objects in the world. In Merleau-Ponty’s account, the body is a mediator and the organ 

of mimicry (he does not use the term mimesis), which ensures that the world outside has a 

representation, resemblance and an embodiment inside the body. In this respect, Merleau-Ponty 

advances a theory of embodied consciousness and explains that the body is a source of 
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perceptual information itself. Instead of the passive body that acts based on the autonomy of the 

mind, Merleau-Ponty argues that the body influences our thoughts in three ways: through the 

way we move our body; through both memory and imagination; and through touching things 

that exist in the environment. 

 

However, according to architectural critics including Holl, Pallasmaa and Pérez-Gómez, this 

function of the body as the intermediary between the inner perception and outer world has 

gradually tailed off by the growth of technology and the emergence of modern and, later, 

postmodern architecture. As Holl, Pallasmaa and Pérez-Gómez (2006) indicate, the cry to 

returning to the mimetic or, more appropriately, a tactile sensibility of urban societies is a 

reaction to the instantaneous visual imagery of today’s urban structures, where the built 

environment renders more consumable and easily translatable signs and images with a distant 

impact. Because vision is the medium that best lends itself to these signs and images, 

contemporary forays in architectural scholarship into a haptic epistemology have often criticised 

the current state of visuality as institutionalised, populist and consumerist (Holl, Pallasmaa & 

Pérez-Gómez 2006; Jay 1993). In light of these critiques and given the tactile qualities of the 

architectural imagery in Tarkovsky’s films, this thesis hypothesises that architecture could 

replace the distanced retinal images of immediate persuasion with a more haptic and close-to-

body environment that evokes a durational perception. Just as the built environment in 

Tarkovsky’s films raises a sense of time, either as a form of embodied memory or perception of 

embodied movement, the work of architecture could embrace slowness and intimacy to allow a 

gradual grasp of embodied memory, imagination and mental states. This experiential awareness 

of time—as theorists of embodied memory including Merleau-Ponty, Bergson and, more 

indirectly, Deleuze, indicate—shifts the emphasis from a vision-centred world of symbols and 

abstraction to the multi-sensorial and haptic forms of perception. 
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For instance, noting that the body is formed and exists in the dimension of time, Merleau-Ponty 

(2005, p. 309,  p. 479) argues that the body is not another ‘respectable engram’ but an organ of 

mimicry with the function of ensuring the intuitive realisation of memory or past experiences. 

Yet, rather than focusing on the notion of time—which is central to Bergson’s 

phenomenological studies—Merleau-Ponty’s phenomenology, like that of Berenson’s, is 

centred around the subjective role of the body and the multi-sensoriality of perception. In light 

of Merleau-Ponty’s (1964) notion of the multi-sensorial relationship between the body and the 

world, this thesis also suggests that every experience of architecture is multi-sensorial: we grasp 

‘a unique structure’ of the environment through the dynamic relationship between reality/ 

imagination, matter/memory, physical/mental and past/present (Pallasmaa 2000, p.78). That is 

to say that we measure matter, space and scale as much as we experience time when 

approaching a built environment. This environment speaks to all our senses, including proximal 

senses such as taste, smell and touch. In this view, I devote some discussions to Merleau-

Ponty’s emphasis on sensory interactions here in order to explain how a haptic image of 

architecture is able to engage our sense experiences that, in their unity, permit experience of 

time as a form of lived duration. 

  

Merleau-Ponty significantly develops the ground laid by Edmund Husserl (1859–1938), who 

explains the human body as the medium of all perception. However, unlike Husserl, Merleau-

Ponty no longer sees the body and the mind as two distinct entities—the body as the object and 

the mind as the subject. For Merleau-Ponty, our body is phenomenal (Leib), which means that 

the body is the mind itself. In their unity, the body and mind are not objects but a single 

subjectivity that interprets the world through the tactile realm. In this view, Merleau-Ponty 

(2005, p. 369) suggests that our vision, by virtue of being a distant sense, deludes us to ‘flatter 

ourselves that we constitute the world’; however, tactile experience makes us realise that we 

cannot unfold our body before us and our body never quite becomes an object that constitutes 

the world. Drawing on Merleau-Ponty’s account of subjectivity, Pallasmaa (2000) suggests that 
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our body is the subject that perceives the work of architecture tactility, rather than an object that 

observes the work at a fixed distance. However, more than direct cutaneous experiences, 

Pallasmaa tends to explain that architecture could engage with our body and imagination and 

that we are able to experience architecture by drawing on our tactile sensations. In this view of 

architecture, space is necessarily haptic because it can stimulate our ideated sensations of 

touch—either embodied or mimetic. 

 

Prior to Pallasmaa, Harries, a phenomenologist, raises the question of hapticity, time and 

architecture in his essay of 1982 ‘Building and the Terror of Time’. In this essay, Harries says 

that by being open to the process of weathering and ruination, architecture materialises history 

for us, as if the passage of time is engraved into the material of architecture. Weathered 

buildings and ruins are central to the themes and aesthetics of Tarkovsky’s films, features of his 

mise-en-scène that are liminal in the way they blur the lines between the imaginary andphysical 

and the past and present. By drawing on the textural qualities of ruins such as damp and peeling 

walls, drowning or burning buildings and also the warmth of buildings’ pale (often 

monochromic) colours, Tarkovsky’s films such as Mirror, Stalker, Nostalgia and Solaris aim to 

trigger different layers and levels of memories—which is Tarkovsky’s drive to indicate a sense 

of the temporal. The reconstruction of memories through this play of textures, materials and 

elemental experiences of fire and water can be seen in the the interplay of warm sepia-toned 

colour and the sound of rain in the press-building in Mirror; the combination of smooth ground 

and rough, peeling walls in the apocalyptic room of Zone in Stalker; the interaction between 

dilapidated space and the objects of everyday life such as a door, bed and bottles in the madman 

house in Nostalgia; and the interplay of nature and domestic décor in the family home in 

Solaris. Yet instead of materialising a sense of the historical, the ruined state of the environment 

in these architectural images works to evoke the experience of personal memory. 

However, these memories are not unitary but of several kinds (Vasudevan 1994, p.175). To 

convey these several kinds of memories—which do not have ‘sharply defined contours’, are 
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‘incomplete’ and ‘apparently fortuitous’—Tarkovsky uses a different order of representation 

that he defines as the logic of the dream (Tarkovsky 1989, p. 23). For instance, in the above 

built environments, time appears to collapse or fragment and different orders of the past and the 

present come to coexist within the frame. For instance, in Nostalgia, often through takes of long 

duration, spaces that at first appear in full colour and in light gradually transform into 

monochrome or sepia images in the rain. As the rain permeates, these environments begin to 

lose their protective character and sense of reality. In their wetness and their state of ruination, 

these architectural images acquire a dreamlike quality, as if we are witnesses to ‘unusual and 

unexpected combinations of, and conflicts between, entirely real elements’ (Tarkovsky 1989, p. 

72). However, we rarely observe such an intertwining transition between reality, recollection 

and dream in the physical work of architecture. In the preface to Pallasmaa’s The Eyes of the 

Skin (2005, p. 8), Holl argues that in the turn of the cenury the culture of consumerism forced by 

‘hyperbolic adervetising techniques’ defuses our reflective capacity: ‘In architecture the 

application of new, digitally supercharged techniques currently join the hyperbole’, which turns 

the buildings into the objects of visual entertainment, as a result of which reflective capacity and 

haptic experiences are impeded. This indication returns us to Bloomer and Moore’s discussion 

in 1977 that seeing was and still remains the main sensual means of perception in architecture. 

 

 In his foundational book of 1993, Downcast Eyes: The Denigration of Vision in Twentieth-

Century French Thought, Jay indicates that the engagement with visual effects is the result of 

the dominance of vision that appeared as a scopic regime rooted in modernity. From Alberti’s 

excessive emphasis on perspective to the appearance of digital technologies, the Cartesian 

vision has been fundamental to the conception of architecture (Drake 2005). This tendency has 

continued as part of the modern movement that, as both Pallasmaa and Holl indicate, cultivates 

a hegemony of vision through the prevailing standardised architecture. Even postmodernism 

returned to architecture as a primarily formal pursuit and turned the building into a momentary 

lure of visual attention (McLeod 1998, p. 680–681; Pallasmaa 2016, p. 54). 
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More recently, architectural scholars such as Karen Franck, Tim Makower and Jill Stoner share 

the same concern about today’s architecture as too involved with visual order to the point where 

architects tend to undervalue the haptic and, by extension, the temporal. For these contemporary 

scholars, the desire for greater temporal awareness is a rather recent phenomenon that shares a 

discursive genesis with a larger socio-cultural movement against the accelerated temporal 

structure of late capitalism. Their writings and proposals in Architecture Timed: Designing with 

Time in Mind (2016) follow two goals: first, to reveal concerns about the accelerated speed of 

life in the age of mass media communications that has brought up psychological disorders such 

as fear, anxiety and depression; and second, to refute dissemination of the work of architecture 

as another object or commodity that is built to cultivate a culture of consumerism.5 

 

Looking at these studies, it could be observed that the critiques of ocularcentrism of today’s 

architecture is influenced by the 1960s and 1970s critiques of modernism, which appeared 

predominantly in writings of Jacobs, Lynch, Lefebvre and Frampton. Their critiques of 

Cartesian or privileged vision (as the main characteristic assigned to modernism in general) 

paved the path for contemporary scholars such as Harries, Pallasmaa and Holl,6 who 

correspondingly raise concerns about the diminishing sense of tactile immediacy in 

contemporary architecture. However, as the review of literature here suggests, in spite of these 

 

5 It is worth mentioning that this issue also dedicates space to works by architects and designers who 

embrace (critically or otherwise) the new speed of design and construction processes as part of their 

understanding of temporal ‘practices’ (see, for example, entries written by Brian McGrath, Henry 

Grosman, Jonathan Mallie and Richard Garber). In their own way, each of these architects reflect on the 

use of computer-aided design and digital modelling, which has increased dramatically since 2001, and the 

way this may have changed or modified the relationship that architecture has with the tradition of the 

well-crafted drawing. Instead of a phenomenological window to the concept of time (an experience of 

time in the built environment), these essays unfold the practical aspects of the design process, should it be 

by hand or through the adoption of building information modelling. 

6 Other philosophers and thinkers that criticise the hegemony of vision in postmodern space (although not 

reflecting on architecture specifically) are Mary McLeod, David Harvey, Richard Sennett and Jameson. It 

is, however, Harries, Pallasmaa and Holl (also, Pérez-Gómez) who advance the critique specifically in 

relation to architecture and offer the inclusion of haptic experiences as an alternative. 

 



51 

 

interventions, architecture still pursues dominance of the optical.7 Given that haptic perception 

has emerged as a prominent theme for a variety of disciplines such as feminist studies, cinema 

studies, spatial and environmental studies and cultural theories (see Jay 1993; Marks 2000; 

O’Niell 2001; Pallasmaa 2005), this thesis raises the question of whether architecture would 

benefit from exploring this approach. Before answering this question in the subsequent chapter, 

the following review of literature aims to illustrate how tactile experience and its relationship 

with the perception of time was addressed in mid-twentieth century architectural and urban 

planning scholarship in opposition to the prevailing primacy of vision and dominance of spatial 

design in architecture. This review assists me to locate a gap in knowledge, which, as this thesis 

hypothesises, is that architecture rarely addresses or explores the other mode of knowing based 

in haptic perception. This mode of knowing has been less developed as a potential strategy for 

resisting the domination of space and vision, perhaps because the haptic mode of perceptions 

has been considered as ‘“excessive” and not amenable to analysis’ in our visual-dominated late 

capitalist society (Marks 2000, p. xvii; also see Jay 1993; Levin 1993). 

 

‘Speed, Space and Optical Perception’ Versus ‘Slowness, Time and Haptic Perception’ 

Important to my argument concerning temporal experience derived from the haptic is the notion 

of speed. So in this section, I focus on how the consciousness of time and space has shifted from 

haptic and slow spaces to visual and hurried spaces with the rise of modernity with its new 

modes of transportation and modern building materials. Of particular importance is how the 

body is deprived of its tactile sensations when transformed into a passenger, whose knowledge 

of the environment is based on vision. This reorganisation of time and space has impacted the 

 

7 In a more contemporary context, Franck, Makower and Stoner emphasise the visual-centric character of 

contemporary architecture. However, older scholarship such as Anthony Vidler’s Warped Space: Art, 

Architecture, and Anxiety in Modern Culture (2000) and Stanford Kwinter’s Architectures of Time: 

Toward a Theory of the Event in Modernist Culture (2002) elicit discussion and critique on the visual 

character of today’s architecture. 
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discipline of architecture considerably. This is evinced by the growth of a design discipline 

where architects and planners have advanced a model of urban clusters based on elevated 

highways and at-distance highrises to draw level with new mobilities and visual paradigms. 

Central to this transformation is a shift in our consciousness of time from the slow presence or a 

lived existential duration to a perception of space where time speeds up and appears as 

fragments and isolated moments. Focused on urban architecture, the study Lost Dimension by 

cultural theorist and philosopher Paul Virilio (1983, p. 14) reveals that, in the arrival of 

technology, ‘historical time, time that passes, is replaced by a time that exposes itself 

instantaneously’. The conception of time, as a subjective phenomenon that emphasises 

continuous duration, has gradually transformed to objective phenomenon, readable on our 

watches, clocks and mobiles—which, as Pallasmaa (2016) notes, are commonly used to 

measure distances between places. 

 

By the same token, Wolfgang Schivelbusch argues that this experiential acceleration began with 

the advent of steam-powered railway traffic in the early nineteenth century. People who 

travelled across landscapes at a slow pace under pre-industrial conditions could now move 

between spaces in a fraction of the time with the railroad. In The Railway Journey: The 

Industrialization of Time and Space in the Nineteenth Century, Schivelbusch (2014) explains 

that the new means of transport permitted a faster travel time that did not align with human 

movement. An example prior to industrialisation was where people travelled a given spatial 

distance by horse and coach. Having to be rested and fed, the travel time was slow and on a 

continuum with human movement through space. This traditional experience of time in a slow 

and organic pace was accelerated with the arrival of the train. For Schivelbusch, the rise of 

modernity and the railroad reorganised space. Similar to the observations of political 

philosophers such as Karl Marx, Theodor Adorno and Walter Benjamin, Schivelbusch also 

notes the transformation from the natural environment of feudalism to an increasingly 

mechanised agricultural environment of capitalism. As he argues, the railroad brought new 
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quantities of goods into circulation, which required new manufacturing industries and workers’ 

housing (Schivelbusch 2014, p. 45–51). This change in economic systems demanded a new 

form of movement from parts of the natural environment to key parts of the built environment, 

which, as a result, led to rapidly growing urban population centres. 

 

In architecture, a similar reorganisation occurred with the emergence of new building materials 

such as glass and steel. In the same way that the railroad multiplied speed and the capacity of 

traffic, steel and glass sped the process of buildings as well as the capacity of roofed 

constructions. According to Schivelbusch (2014, p. 45), compared to traditional building 

materials, steel, in terms of stress resistance, was ‘forty times as strong as stone [and] ten times 

as strong as wood’. This capacity led to the creation of steel and glass edifices in the form of 

railroad stations, market halls and exhibition palaces, which served as places of transit and 

storage (Schivelbusch 2014, p. 45). The Crystal Palace, which was built as part of the Great 

Exhibition in London in 1851, was the first example of glass and steel architecture that caused 

‘perceptual shocks similar to those experienced by the first railway travellers’ (Schivelbusch 

2014, p. 46). These spaces, which were filled with an unaccustomed amount of light, put an end 

to traditional architecture and its customary patterns of light and shadow. In effect, this 

transition from traditional architecture, with its patterns of light and shadow, to glass 

architecture, which Schivelbusch calls ‘evanescence’, signals the transition from haptic to 

optical space. Indeed, the wall, erected in stone or wood, gives the building character through 

the dynamic between light and shadow, which in their opacity, depth, discovery and mystery 

invite sensory perception in a continuum of time (Pallasmaa 2016). Inspired by Schivelbusch’s 

discussion of glass architecture and Pallasmaa’s assertion about light and shadow, I argue that 

unlike the instantaneous perception of modern architecture, an architecture of light and shadow 

provides an ambience so people can reflect and interact with the work of architecture in the 

slower pace. 
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The shift from the acknowledgement of the body and its tactile experience in space to spatial 

and visual space that serves the purpose of the eyes alone should be seen as the consequence of 

the acceleration of time in modernity. Just as the railroad provided an opportunity for the faster 

transformation of goods in circulation, modern materials allowed architects to produce bigger 

buildings in a speedier manner. This culture of speed as a key product of modernity and its 

extension into our current late-capitalist society—which, in the field of architecture, appears as 

the proliferated adaption of computer-aided design and image-driven architecture—is the initial 

source of concern for phenomenological- critics and architecture theorists such as Harries, 

Pallasmaa, Holl, Franck and Makower. Pallasmaa emphasises the importance of considering 

existential qualities of architecture that could underline the capacity of the body to read the 

environment in a slow and gradual manner. Inspired by Pallasmaa’s work, this thesis suggests 

that most of what we learn about our built environment is through our haptic perception and 

slower movement—which is by far the most commonplace prompt for temporal experience. I 

aim to show that tactile qualities prompt slowness. I also aim to show that slowness is a mode of 

temporal unfolding and an awareness of duration that can be seen as a potential strategy for 

resisting the domination of spatial and visual to value the ‘experience’ and to include the 

temporal. 

 

The relationship between the haptic environment and experience of slowness was briefly 

illustrated by my memory of Shiraz, but it is fully captured in Tarkovsky’s films. Tarkovsky 

produces images of buildings and landscapes that not only involve the integration of senses, 

such as touch and sound, but also includes slow and long shot durations that invite a tactile 

experience of time. In other words, by using takes of long duration, Tarkovsky’s cinema creates 

a model of haptic architecture that gradually eases us into its environment and encourages us to 

use our subjective resources to unearth embodied memories in an extended duration of time. In 

Sculpting in Time, Tarkovsky (1989, p. 110) indicates that he uses long takes not to accentuate 

an idea or simply to show an environment in a slower process ‘but to bring out a state of mind 
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through means other than acting’. Hence, instead of acting, he relies on and deploys texture and 

long takes as a form of mise-en-scène to create subjective states through the treatment of 

architecture—which are means other than identification with the characters. The architectural 

imagery in his films appears to capture Berenson’s theory of tactile imagination, where our 

palms and fingers accompany our eyes in the presence of represented objects in the painting. In 

Tarkovsky’s films, these objects are often architecture and nature. In their slow cinematic 

representations, architecture and nature evoke similar ideated tactile sensations that, as 

Pallasmaa (2000) suggests, enhance our experience of our existential bodies. 

 

The Domination of Visual/Spatial Knowledge in Architecture 

As mentioned above, the slow encounter between the body and the environment receded with 

the arrival of the train and the growing culture of speed and the automobile. This section looks 

more closely at the effects of speed on perception. It argues that when travelling by car, train or 

other means of transportation, the passing sceneries in front of the passenger’s eyes appear as 

images that cannot be unfolded gradually. However beautiful or even mysterious, these 

landscapes can be given only a glance. In the stationary state of the passenger’s body and 

through the contrasting speed of the car or train, visual experience takes precedence over other 

sensations. In other words, as much as slowness and extended duration allow us to draw on 

sensory experiences, speed and acceleration reduce and consolidate them to our eyes and force 

us to observe the environment as an amalgamated object with an enforced degree of separation. 

This Cartesian model of detachment, as historians of vision and visuality note,8 had a 

connection to the reconfiguration of senses in industrial and post-industrial societies, which 

revealed a destructive desire for self and social control (Certeau 1984; Marks 2000, p. 133). 

This experiential acceleration was not just due to the prevalence of modern building materials 

 

8 These include Virilio (1994), Jay (1993), John Tagg (1988) and Allan Sekula (1989). 
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that turned the work of architecture into retinal objects but was also attributed to the ability 

these materials offered to create modern infrastructures such as highways, flyovers and high 

rises. It is worth looking more closely at the historical background of how the culture of 

mobilisation and its paradigm of speed was perpetuated; and how this created a reduced sense of 

temporality, which can be seen in modern infrastructures that favour the architecture of the eye 

over multi-sensory architecture. 

 

One of the first modernists who adapted and developed the newly proposed aesthetic of the 

mobile and modern life was Le Corbusier (1887–1965). He attempted to design an extremely 

rationalised city that could correspond to the moving automobile (McCreery 2002). Historians 

often criticised Le Corbusier’s ideas of urban planning on two accounts:9 first, as being too 

formal, too geometrical and far too standardised, with no appeal to local life in an existing city; 

and second, being empty of references ‘to the urban history, traditions, or aesthetic tastes of the 

place in which it is to be located’ (Scott 1998, p. 104). Indeed, in The Radiant City (1933), Le 

Corbusier offered architectural plans for modern cities that responded to a new accelerated 

temporality by celebrating the sublime power of modern infrastructures and facilitating the 

passage of cars. In fact, Jameson (1997, p. 238) suggests that Le Corbusier’s urban planning 

proposals credited a new utopian ideology which focused on ‘the destruction of the fabric of the 

traditional city and its older neighbourhood culture’. His vision of a new utopian urban space, 

which was reflective of the trends towards post-war global modernisation and universal 

rationalism, was among the first urban planning proposals that gave rise to the culture of speed 

and control (Jameson 1997; Scott 1998). By segregating the new city from its old fabric, Le 

Corbusier implemented a Western model of rational and functional city that not only 

constrained the role the observer’s body played in the built environment but also set into motion 

a new hegemony of the visual. 

 

9 These include Jacobs, McLeod and Mumford. 
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With the statement of ‘I exist in life only if I can see’ (Le Corbusier 1991, p. 7), Le Corbusier 

proposed ideas of urban planning based on the distant and perspectival vision, which were 

among the most influential amongst other modernists (including Mies van der Rohe, Oscar 

Niemeyer and Walter Gropius). The clear visual order that Le Corbusier proposes, in order to 

achieve optimal function and to erase the dust-harbouring, nightmare-generating organic forms 

that characterise traditional architecture, creates an ‘intricate, almost unconscious network of 

voluntary controls and standards among the people themselves’ (Jacobs 1992, p. 108). In 1922, 

Le Corbusier presented a plan for the Ville Contemporaine (Contemporary City) in which he 

laid out strikingly geometrical skyscrapers and highways, all sketched from a bird’s eye view. 

In these sketches, Le Corbusier was in search of a purely aesthetic view of orders visibly 

expressed through a grid and organised system, a state organised model that Deleuze and 

Guattari would describe as a ‘striated’ space. His ideal plan for a city was informed by the 

clarity of classical order and a sense of harmony and simplicity in an urban environment. His 

sketches for highway-based cities inspired the futuristic and utopian imaginary of architects 

who planned flyover projects as part of their adaptation of global modernisation. Yet, Jacobs 

(1992) criticised Le Corbusier’s new cities as initially seen from the air, which instead of 

emphasising the experiential and informal qualities of the city, placed a greater emphasis on 

spatial properties and visual orders. For Jacobs, Le Corbusier’s segregation of pedestrian traffic 

from automobile traffic—and thereby, the segregation of slow- from fast-moving elements—

was a regulatory plan that aesthetically caused a sculptural view of the environment and 

practically simplified space organisations, leading to easier surveillance and control.10 

 

10 James Scott (1998) metaphorically compares the Western model of the city and German ‘scientific 

forestry’ assists to explain how vision can be used for control. Scott (1998, p.15) reflects on scientific 

forestry as a standardisation method to transform the disorderly ‘traditional domainal forestry’ to one of 

great precision: ‘careful seeding, planting, and cutting, a forest that was easier for state foresters to count, 

manipulate, measure, and assess’. These uniform and geometrically inclined deciduous forests instead 

convert the forest into a single commodity: a process of commodification that created utilitarian discourse 

and paved the path for the state to control nature. In the place that the variables were not trees and shrubs 

but human beings, Le Corbusier set the same rules for the modern built environment that imposed a 

transcendental vision that could control the rational citizenry, rather than creating an environment that 
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This appreciation of faster mobility (as enabled by new forms of transformations such as cars 

and planes) and the emphasis on regulatory optical orders, or a legible grid that ‘could be easily 

grasped at a glance and that could be repeated in every direction’ (Scott 1998, p. 108), has 

changed both the consciousness of space that once was crafted for human bodies and the 

cognition of time that was proportionate with memory and bodily movement. Although this 

dominance of the spatial and the emphasis on seeing as the primary sensorial activity was 

advanced in the field of architecture, this primacy of vision has been distrusted by thinkers 

outside the field of architecture.11 According to Jay (1993, p. 588), Foucault’s criticisms of the 

medical gaze and panoptic surveillance, Debord’s discussion against the society of the 

spectacle, Metz’s critique of the visual regime of the cinema and Lyotard’s ‘identification of 

postmodernism with the sublime foreclosure of the visual’ all reveal the loss of confidence in 

the visual as the ‘nobles of the senses’. Indeed, in cinema studies, Christian Metz (1975) 

criticises the aesthetic hierarchy between vision and the proximal senses, the formation in 

cinema of what he calls a ‘scopic regime’. In fact, the post-war art films, including those of 

Akira Kurosawa, Antonioni and Ozu, reveal that vision is no longer a dominant sense, ‘a 

preliminary which presents itself as a condition’ (Deleuze 2013, p. 128). As this thesis argues, 

Tarkovsky’s films go even further and replace the scopic regime with one where power and 

knowledge are not inevitably tied to the visual but other haptic ways of knowing, perceiving and 

being in the world shape relations to time as well as space. 

 

 

valued the modern individual’s experience and their sensuous knowledge in a durational quality of 

temporal passing. 

11 Nevertheless, contemporary critics of the modern movement in architecture seek to change the 

emphasis from the highly symbolised, abstract and perspectival space to the more tactile built 

environment that can evoke sensuous connections between the body of the viewer (perceiver) and the 

built form (perceived). If, for example, we follow the production of individual works of architecture 

which the architects attempt to merge back with nature, we can see how water and landscape are used as 

part of the design to create sensuous auditive, visual and tactile stimuli (see, for instance ,works by Peter 

Zumthor, Carlo Scarpa, Lawrence Halprin and Richard Leplastrier). Yet, apart from these solo works of 

architecture, in post-industrial and contemporary urban spaces, the environment often appears in the 

controlling distance and is orientated to our optical, or instrumental, vision. 
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In summary, as the above review of the literature suggests, this empowerment of visual culture 

in architecture is in fact rooted in the culture of speed, of building faster and moving faster, 

which was propagated by the arrival of modernity. Against this critique of speed, this thesis 

attempts to clarify that through slower progression and continuous duration, we can yield to our 

environment, rather than dominating it. A study of Tarkovsky’s cinema, whose films are an 

attempt to evoke the intensity of time, provides further evidence of the importance of a ‘slow’ 

understanding of space. The case studies of Nostalgia and Solaris will be used to determine the 

types of haptic experience the films offer that, in their association with slow presence, prompt 

memory. By drawing on the aesthetics of slowness in his depiction of built environments, 

Tarkovsky creates what Pallasmaa calls haptic architecture: an architecture that transits between 

reality, recollection memory and dream. Tarkovsky’s conceptualisation of cinema and films 

appears to capture the subjective or lived or experienced duration. In his work on cinema, 

Tarkovsky (1989, p. 57–58) argues that time is a state, ‘a condition of the existence’ and an 

inner quality. In its attention to the temporal experiences of the built environment, this thesis 

aims to demonstrate that Tarkovsky produces architecture that shifts the focus from visual 

knowledge and spatial perception to tactile experience and temporal awareness. 

 

Although a pedagogical approach to architecture based on analysis of neighbour art forms was 

initiated by John Hejduk during the 1970s and has advanced in architectural designs of 

Libeskind and Holl (who were in turn informed by the theories of Tschumi, Rem Koolhaas, 

Jean Nouvel and Pallasmaa), the mainstream practices of architecture and urban planning still 

reveal a stronger tendency toward optical presence and expressions of built forms. However, we 

cannot negate prominent scholarship such as Lynch in The Image of the City (1960), Lefebvre 

in The Production of Space (2014) and Frampton in ‘Towards a Critical Regionalism’ (1985) 

that moved away from a Cartesian aesthetics of reduction towards a haptic and multi-sensory 

architecture. Common to their phenomenological expositions is the conviction that architecture 
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should value tactile relations by respecting the continual (durational) exchange between the 

body (of the viewer) and its embodied intermediary (the environment). 

 

Modernists’ Vantage Point on Haptic Architecture  

Kevin Lynch’s Image of the City 

Lynch’s study of the city was a carefully observed and intellectually grounded argument that 

showed the built environment not just as an organisation of physical buildings as separate 

entities but equally as a place of identity and meaning that engages with its inhabitants through 

their memory and imagination. While Lynch’s study of the legible image of the city by no 

means aims at delineating a relationship between mental images and their temporal weight, its 

importance resides in the fact that he intellectually connects an image of a city to ‘experience’ 

itself. Experience is the basis of tactile epistemology or the knowledge derived from bodily 

activities, which, as this thesis contends, has a place in our consciousness of time, a 

phenomenon that relies on other sense organisations apart from vision to be experienced. In this 

view, instead of focusing on how a city should appear on the surface, Lynch was more concern 

with the roles that memory and imagination play in perceiving the image of the city. In order to 

highlight the significance of imagination and memory, Lynch (1960, p. 5) introduces the term 

‘mental picture’ of the city, which refers to sketches and maps created from people’s memory of 

city spaces. According to Lynch (1960, p. 6), this mental image ‘not only offers security but 

also heightens the potential depth and intensity of human experience’. This concept plays a 

significant role in my analysis of architectural images in Tarkovsky’s films in which I seek to 

explore how the haptic images of built environments call upon the viewer to fill in the gap in the 

image and to engage with the traces the image leaves. As I will explore further, such 

characteristics invite continued, extended and embodied contemplation, which thus is in the 

domain of what Bergson (1950, p. 193) calls ‘lived duration’ or what Deleuze (2013, p. 17) 

conceptualises as a ‘direct time-image’. 
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If psychology and philosophy examine the role of mental activities such as attention, 

anticipation and, more importantly, memory to form an impression of time content, Lynch 

evaluates the role of mental attention and imagination in our perception of the built environment 

by bringing the body as close as possible to the fabric (image) of the city. Parallel to mental 

activities, Lynch (1960, p. 15) explains ‘imaginary trips’ as a performance by an individual 

where they use their imagination and memory to call forth their haptic perceptions and the 

bodily empathy with the built environment. Lynch, who was Frank Lloyd Wright’s student and 

had an affinity with Wright’s vision for Broadacre City (1932), was one of the early expositors 

of mentally mapping of the city. For Wright, Broadacre City was an environment that resonated 

with the slow and organic pace of human movement through space. Sympathising with Wright, 

Lynch (1960) highlights the importance of urban spaces that promote slow movements, which, 

in turn, provide more opportunities for mapping the city via mental images. The slowness that 

Lynch implicitly yields to is a slow and organic pace, where people unfold and discover urban 

spaces by using their imagination. Such disclosure cannot take place in the predictable, static 

and functional grids of the modern city that completely reveals itself to our eyes in a moment of 

instant perception. 

 

The city that Lynch (1960, p. 5) describes relies on an ‘smooth’ instead of ‘striated’ space, 

which allows for mental imagination that is the ‘product both of immediate sensation and of the 

memory of past experience’. In Lynch’s view, while the city needs to be legible wherein 

districts, landmarks and pathways should be easily perceptible, the grid-shaped city is not the 

best urban type for it leads to instantaneous visual consumption, whereas the organic 

environment, shaped by its inhabitants, allows slower tactile, also deeper, perceptions (Lynch 

1960; 1972). Although Lynch had not gone as far as giving explicit examples of these two 

models, it could be said that our contemporary urban spaces and built environments manifest the 

grid-like composition whereas the remaining old fabrics of the ancient cities are indicative of 

imaginary paths, which invite our memory and imagination to go beyond visual order to 
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experience the material presence of the city fabric. In other words, while our cities today rely on 

optical perception to impart a clearer autonomy of space and spatial orders, the old fabric draws 

on haptic perception to evoke a sense of time and durational experience. In Bergson’s (1950) 

phenomenological account, duration is a span where present images are co-perceived with both 

passing and coming images.12 

 

Central to Lynch’s (1960, p. 3) theory is that people identify environment through tactile 

sensations of ‘color, shape, motion, or polarization of light, as well as other senses such as 

smell, sound, touch [and] kinesthesia’. As a consequence of these orientation techniques, Lynch 

argues, the built environment could impact the perception of movement by evoking people’s 

memories of senses. Besides edges, districts, nodes and landmarks, Lynch (1960, p. 98) 

identifies the significance of paths in people’s mental image of the city that they experience:  

Objects along the path can be arranged to sharpen the effect of motion parallax 

or perspective, or the course of the path ahead may be made visible. The 

dynamic shaping of the movement line will give it identity and will produce a 

continuous experience over time. 

As Lynch noted above, to engage with the observant memory and tactile senses, a pathway 

needs to incorporate a kinaesthetic quality by creating a sense of moving along, turning around, 

rising and falling. In this view, movement is not just about the fastest, optimal mobility allowed 

for by grid-systems and structuring. Instead, it is a medium that is used by the observer to 

identify the built environment by the aid of their mental map. Similarly, Tarkovsky (1989, p. 

94) explains that ‘Cinema came into being as a means of recording the very movement of 

reality: factual, specific, within time and unique’. To illustrate this movement on the screen, 

 

12 In Chapter 3, I will explain how Deleuze (2013, p. 82) identifies duration as a forking model of time 

that corresponds to his conception of the actual or ‘present that passes’ and the virtual or ‘past which is 

preserved’. 
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Tarkovsky (1989, p. 117) uses a mobile frame that stretches out ‘beyond the frame to infinity; a 

pointer to life’. The mobile framing, or the disposition and movement of characters, objects and 

the camera in relation to the area of the frame, no longer encompasses knowledge of space but 

rather ‘the psychological state of the characters, through the dynamic of the mood of the 

situation’ (Tarkovsky 1989, p. 73–74). In other words, in Tarkovsky’s films, the 

unconventional, slow and thought-provoking movement of the camera—together with the 

impulsive acts of the characters—ruptures our sense of temporal chronology and narrative space 

typical of mainstream cinema that utilises continuity editing to organise space and time. Instead, 

it forces us to engage with characters’ subjectivities and haptic image of the built environment. 

To put it in another way, as Lynch’s architectural pathway moves along, turns around, rises and 

falls to allow mental mapping of space, so does Tarkovsky’s mobile frame that languorously 

pans across and tilts around the environment to allow the viewer to experience space and time as 

a form of mental imagination and a journey between the past and the present (circuits of 

memories). 

 

To explain how mental imaginations might contribute to or evoke an experience of time, in the 

exploration of space, I return to Merleau-Ponty’s notion of embodied perception. In Primacy of 

Perception, Merleau-Ponty (1964, p. 13–14) suggests that the moment we have a complete 

perception of an object ‘one of whose sides we do not see’, we demonstrate a pre-existing 

embodied knowledge of that object in our body. In this view, the invisible image, which 

although is outside our vision but closely entangled with our imagination, can be perceived as a 

pre-existing knowledge embodied in our perception, body and memory. Consequently, when 

information about space is missing or not fully given, we begin to search for either embodied or 

mnemonic signs that are familiar to us. In urban studies, it could, therefore, be inferred that 

these signs are often extracted from historical information we might have or memories we have 

stored based on our previous visit/s to the site. Therefore, we might argue that this 

missing/partial information of space never extends into immediate action but, instead, pulls us 
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into imaginings and our memories to make sense of space.13 If space is unmarked by memory 

and loses its bodily invitation to sensory discovery that are sources of embodied knowledge, it 

reinforces ‘tiresome and soporific uniformity of experience’ (Pallasmaa 2000, p. 78) associated 

with the non-organic grid-like organisation that Deleuze and Guattari refer to as ‘striated’ space. 

Pallasmaa and others, as discussed above, link this limitation of architecture to the dominance 

of the eye over the other sensory realms in today’s architecture and urban practices. 

 

Lefebvre’s Social Space 

In Toward an Architecture of Enjoyment (2014), Lefebvre criticised the same account of the 

power of the eye over the proximal senses in his theory of social production of space. He 

describes Soviet architecture and urban planning of 1920–1930 as too functional, sterile and 

detached from the rhythm of daily life. Using a counterexample of the Greek city, Lefebvre 

(2014, p. 31) explains: 

The city of the ancient world cannot be understood as a collection of people and 

things in space. For the ancient city had its own spatial practice: it forged its 

own - appropriated - space. Whence the need for a study of that space which is 

able to apprehend it as such, in its genesis and its form, with its own specific 

time or times (the rhythm of daily life), and its particular centres and 

polycentrism (agora, temple, stadium, etc.). 

The social production of space depends on the social activities of the inhabitants of a specific 

city. While Lefebvre is less phenomenological in his view of the city and more sociological, he 

determined the same account of an issue with the space that is empty of social (bodily) 

 

13 In Chapter 3 of this thesis, I will explain to a greater extent how Deleuze identifies the break in the 

situation-action circuit as a direct image of time and how Marks considers it as haptic visuality. 



65 

 

aspirations—what Lynch described as experiential qualities. Lefebvre cited ‘the city of the 

ancient world’ only as one example to argue that a city is not a collection of buildings and 

people that can be simply ‘appropriated’ or objectively analysed. Instead, a city is a place of 

social activities for its inhabitants; it comprises the cycle of everyday life (which shapes its 

temporal dimension) and involves ancient places for social gatherings (which reflects its 

historical sensation). 

 

Although Lefebvre did not discuss opticality or hapticity in the city, his argument on ‘the city’ 

and ‘the urban revolution’ set a clear distinction between the tactile (bodily) range of relations 

in the city of the ancient world and its deep transformation into the peculiar abstracted 

(‘appropriated’) nature of modern urban spaces. By drawing on time as the rhythm of everyday 

life and social existence, Lefebvre was an early proponent of subjective approaches to the built 

environment, which, as noted above, draw on embodied and mnemonic knowledge. This 

approach to the matter of time and the built environment can also aid in understanding the 

significance of the cinema of Tarkovsky. As the director himself says:  

Just as life, constantly moving and changing, allows everyone to interpret and 

feel each separate moment in his own way, so too a real picture, faithfully 

recording on film the time which flows on beyond the edges of the frame, lives 

within time if time lives within it; this two-way process is a determining factor 

of cinema (Tarkovsky 1989, p. 118). 

With these words, Tarkovsky illustrates that cinema is not limited to the visual depiction of a 

series of images but indicates the significance of time. Yet this time is not just a linear 

progression of actual time running through the shots. Instead, time is a pointer to life—the 

significance of lived experience that stretches out beyond the frame. In this view, similar to the 

way that people gain knowledge of environments from tangible physical experience interpreted 

through memory, Tarkovsky’s aesthetic of the long take, as it frames our experience of natural 
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and built environments, gains its reality effect from interaction with temporalities of everyday 

life. This durational and haptic cinema taps into embodied memory and/or mnemonic 

knowledge that goes ‘beyond the events on the screen’ (Tarkovsky 1989, p. 117). Such an 

emphasis on activating tactile and temporal awareness by a medium that privileges the temporal 

but is entirely audio-visual points to the limits of modern architecture that emphasises visual 

knowledge and perception. If we accept the significance of our existential experience or what 

Almaas calls the dimension of time, we must consider the fact that haptic perceptions allow us 

to know our built environment in intimate ways ‘that visual sensibilities cannot describe’ 

(O’Neill 2001, p. 4). 

 

Frampton’s Interpretation of Tactile Sensations in Architecture 

Having reviewed the literature related to the significant roles that memory, imagination and 

slow movement play in our tactile perception of the environment, this section looks more 

closely at how these haptic sensations affect our experience of time and the sense of temporal 

passage. Specifically, what characteristics of the built environment appeal to our memory and 

imagination and evoke a sensation of time as a form of what Bergson calls a lived duration. To 

this end, Frampton’s studies are useful, even though they do not elaborate a conception of time. 

But they do implicitly engage with issues of temporality, as they highlight characteristics such 

as a cyclical progression (time as signified by seasonal changes) and historical authenticity of 

materials (time as is understood in terms of history). Such a subjective experience of 

representational images of architecture, such as those of seasonal changes and histories that 

Frampton and his contemporary Harries identify, can be applied as a means of moving beyond 

the rigidity of the predominant objective awareness of linear temporalities. 

 

Where Lynch concerned mental mapping as a way of embracing tactile relations, Frampton 

(1995, p. 3–4) defined the ‘tectonic’ as a core concept in the apprehension of tactile architecture. 
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In Frampton’s (Heideggerian14) phenomenological account, by being open to the process of 

weathering, building materials are able to bear a certain expressivity. Instead of expressing 

structure and construction alone, building materials can also express an artisanal and poetic 

quality in architecture. In this view of tectonic, Frampton believed that architecture is grasped 

not solely by the intellectual act but by the complex perception of the body as a whole. This 

view of perception implies an attitude toward architecture, not as something that must be 

rationalised and functionalised to output visual information about the built environment but 

rather as something that engages with people’s tactile senses. During the 1960s, previous to his 

major studies on tectonic culture in 1995, Frampton criticised modernism as too optical and 

called for an architecture where knowledge of space could be transmitted in a more tactile way. 

Frampton implies an embodied tactility in architecture by suggesting a connection between 

opticality and global modernisation on the one hand and the neglected tactile sensations and 

critical-regional architecture on the other. In ‘Towards a Critical Regionalism’, Frampton (1985, 

p. 20) proposes a theory of Critical Regionalism, which assumes an arrière-garde position. This 

arrière-garde position is where architecture assumes to be as far from the modernist myth of 

progress as from an unrigorous romantic return to a preindustrial epoch: ‘A critical arrière-garde 

has to remove itself from both the optimization of advanced technology and the ever-present 

tendency to regress into nostalgic historicism or the glibly decorative’. Just as Jacobs criticised 

Le Corbusier’s city as a place of static grids with the rational and functional expression of 

modern consciousness as drawn from above, so Frampton also criticises the universal 

rationalism as a modernist myth of progress. He argues that modernisation can no longer be 

identified as liberatory, in part because of the way the Western model of thinking has a tendency 

to rationalise the environment by simplifying it in an exclusively perspectival way. I will 

 

14 In his study of 1995, Studies in Tectonic Culture: The Poetics of Construction in Nineteenth and 

Twentieth Century Architecture, Frampton derived much of his ideas about expression and emotional 

qualities of architecture from Martin Heidegger’s “Building, Dwelling, Thinking” (1971). Although 

Heidegger did not write about architecture, his idea of “dwelling” embodies the notion of building as 

equivalent to thinking, where the edge between what is real and what is accessible, through mind and 

body, is questioned. 
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address the limitation of perspectival (Cartesian) vision in the next chapter when I compare 

optics and haptics in their Greek etymology; however, for our discussion here, I briefly explain 

how Frampton sees perspective as a self-imposed limitation in interpreting the environment. 

 

Frampton (1985) explains that, etymologically, perspective means rational sights, and its 

adaptation by modernists was a conscious attempt to suppress other senses such as smell, 

hearing and taste. The purely normative visual experience distances the viewer from direct 

experience of the built environment and relates to what Heidegger would argue as a loss of 

nearness. In order to overcome this loss, Frampton (1985, p. 29) suggests, we need to 

complement the tactile and its ability to evoke an impulse of touch. Exemplifying this tactile 

sensitivity for Frampton is Alvar Aalto’s Säynätsalo Town Hall (1952). The stairs’ raked 

brickworks and their contrast with the timber floor of the chamber are as tactile as they are 

visual. These stairs evoke the kinetic impetus in the body of the user of the space. The theory of 

tactile sensitivity of brickwork in Aalto’s design was Frampton’s initial investigation of the 

aesthetic. He used Aalto’s modern design as an exemplar that works in sharp contrast with the 

vision-centred principle of modernism. Hence, drawing on Aalto’s designs, Frampton offers a 

way of creating space, predicated on nature (topography, seasons and light) where the frames 

(windows, doors and walls) no longer stand as visual delineators but as an opening to bring the 

inside out or outside in. Like Lynch, Frampton believes that in contrast to a planned urban 

fabric that enforces a certain type of movement, an organic or topographical landscape arouses 

inertial and tactile senses. What is remarkable and telling about Frampton’s study is its unique 

perspective. He argues that as much as architects need to avoid bulldozing a site into a flat 

landscape (Le Corbusier’s and modernists’ doctrine), they do not need to stick with the site’s 

primeval history (regionalists’ approach). A neutral approach, as Frampton suggests by 

acknowledging the Swiss architect Mario Botta, is to build the site by embodying the prehistory 

of the landscape, its archaeological past and its subsequent transformation across time. What is 
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tactilely perceptible and temporally comprehensible in the case of topography can be theorised 

for contingencies of cyclical, or seasonal, changes and the quality of natural light. 

 

A haptic quality evoked by attention to seasonal changes and lighting strategies can be 

illustrated through a comparison between our contemporary cuboid art galleries with their 

artificial light and The Kimbell Art Museum (1972) by American architect Louis Kahn (1901–

1974). Alluding to Frampton (1985, p. 27), in most contemporary art galleries, not only the 

flattened site but also the artificial light tends to reduce the artwork to a commodity for visual 

consumption, because the environment of the art gallery aspires to a condition of 

‘placelessness’. In Kimbell Art Museum, however, the curved cycloid vaults were designed to 

optimise natural light while avoiding the damaging effects of direct sunlight. In this manner, we 

have a consciousness of the changes in time, season and humidity, which evoke our other tactile 

sensations beside vision. Yet Frampton never explains an experience of time that can be drawn 

from tactile sensations of natural lights or cyclical changes. Instead, he returns to his argument 

about critical regionalism and asserts that a constant ‘regional reflection’ is needed. Instead of 

having a construction that is masked and concealed, a building could guarantee ‘a place-

conscious poetic—a form of filtration compounded out of interaction between culture and 

nature, between art and light’ (Frampton 1985, p. 27). In their engagement with the seasonal, 

cyclical and historical, the experiential qualities of places that Frampton emphasised could be 

examined in relation to Tarkovsky’s mise-en-scène and the way they produce haptic images that 

could engage the imagination and trigger memory—memory and imagination both being multi-

sensory in their relation to time. Briefly drawing on Tarkovsky’s use of weather and 

atmosphere, water and fog, which creates a sense of cyclical progressions, and ruins and nature, 

likewise related to cyclical progression but also to historical authenticity of materials, I explain 

how Tarkovsky produces architectural images that through their tactile imagery opens us to 

lived duration and allows an experience of lived time. 
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However, similar to Lynch, while Frampton did not associate the tectonic with a conception of 

time, his ideas can help to foster an understanding of the temporal relations associated with 

nature and natural building materials. While not considering the concept of time explicitly, 

Frampton’s ideas have been developed more productively towards this end in Harries and 

Pallasmaa’s ideas, which embrace nature in its cyclical changes over time and suggest that 

ageing building materials and ruins can be understood as materialised history. For the view of 

time as history, Agamben (1993, p. 91) explains that ‘every conception of history is invariably 

accompanied by a certain experience of time which is implicit in it, conditions it, and thereby 

has to be elucidated’. In this respect, the discussion that Frampton offers about embodied 

meanings in nature and rusticating materials—which have come to be mirrored in Harries and 

Pallasmaa’s arguments about cosmological changes, history (as associated with ‘a certain 

experience of time’) and historical sights (as reservoirs of embodied memories)—helps to 

explore an understanding of rectilinear time through the way Frampton associates it with 

tactility and haptic perception. 

 

In 2016, the guest editor of Architecture Timed, Franck, published her interview with Harries 

(which occurred a year earlier, in 2015) where they discussed light and seasonal changes (not 

topography) in parallel to the question of time. Harries, who in his 1982 essay ‘Building and the 

Terror of Time’ was searching for immortal and timeless architecture, began to describe 

architecture that showed the passage of time both through the change in seasons and local light. 

In this study, Harries argued that besides taming the space, architecture is also the art of defence 

against the terror of time. For Harries, architecture is as much responsible for forming our space 

as it promises us enclosure against the banishment of time. However, in 2015,  Harries 

explained a different account of time when he used Edward Knowles’s Langhorne Pavilion 

(1995) as an example of a modern building that embraced (frames) landscape (the sun and the 

sky) to unite the tectonic and the tactile, and described the way that changes in seasons and 

natural light could create temporal awareness, be it the time of the year or the day/night cycle. 
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For Harries, another example of such close encounters with nature was evident in the works of 

Japanese architect Toyo Ito. Ito uses elements from nature and the traditional architecture of 

Japan to create space that is predicated on climatic condition and respect for nature, where 

careful framing is the most fundamental element of aesthetic expression and imaginative 

impressions. In this view, Harries concludes that Eastern architecture embraces the passage of 

time, not only by celebrating seasonal changes but also by acknowledging the inevitable decay 

and decomposition of materials. For Harries, such architecture significantly contrasts to that of 

Western culture, which presumes permanence through geometrical, weighty and monumental 

structures. 

 

In their own rights, both Frampton and Harries explain how architecture can generate such 

temporal experiences by opening up to the laws of nature and by using natural materials. For 

Frampton, the tectonic reveals a temporal quality of material that, by opening to weathering, 

relinquishes emotion and imagination. For example, brickwork and timber floors in Aalto’s 

work are not just technically or spatially conceived but are deliberately knitted-together to treat 

the surface of the building as a piece of joinery. This piece of architecture is an example of how 

architecture can invoke a sense of touch by texturising surface. Of course, these aspects of the 

sensorium can be invoked in the durational quality of temporal passing (also slower and more 

gradual encounter), where the viewer draws on their enduring perception to mimetically 

experience a sense of touch through their body, as if the surface of the building is a piece of 

fabric. These natural materials are also susceptible to age, storing memories by absorbing smells 

and by decaying, hence echoing different sounds and offering different textures—in comparison 

to modern materials such as iron, glass, concrete and plasterboard. For example, Harries draws 

upon the precedents of Wright’s (1867–1959) work who, four decades before Aalto, began to 

value the natural environment and organic materials such as stone, wood and brick, each 

offering individual colours, smells, sounds and textures. In 1911, Wright began to build the 

Taliesin studio for himself and used wood and natural limestone with particular attention to the 
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patterns and rhythm of nature. In 1935, Wright expanded his interests in nature and natural 

materials and coined the term ‘organic architecture’, which he best represented in the 

construction of Fallingwater. Unlike Frampton, Harries did not offer a reading of Wright’s 

work in relation to tactile epistemology. Rather, he argues that while Wright’s architecture is 

amongst those that embrace nature and the progression of time, the Western thoughts no longer 

appreciate nature as a home, given ‘man finds it more and more difficult to interpret Nature as 

his home and takes it upon himself to defeat the terror of time with his own construction’ 

(Harries 1982, p. 69). Yet, as Harries continues, we do not need such an antagonistic 

relationship with time. In his emphasis on the significant role of nature and materials that are 

subject to time, Harries praised Wright’s architecture for not only placing the building in 

continuation with nature (rhythms of day and night) but also embracing the velocity of growth 

and erosion caused by nature. 

 

Organic, regional or modern, architectural knowledge and its focus on materiality accords itself 

with either spatial sensibilities, as in comparison with temporal sensibilities, or a conception of 

time as a linear progression, as in comparison with non-linear, lived and subjective temporality. 

Up until the turn of the twenty-first century, architects were more interested in objective and 

archeological analyses of architecture, rather than investigations on subjective relations in the 

built environment. Pallasmaa delineated a clear line of connection between the quality of matter, 

tactile perceptions and experience of time (as a subjective concept rather than the linear 

objectivity of historical continuum). He argued that buildings needed to permit the experience 

of time by appealing to the reality of ‘vanishing time, erosion, ageing, decay, entropy and death’ 

(Pallasmaa 2016, p. 54; also see 2000; 2011; 2015). As I have noted at the beginning of this 

chapter, for Pallasmaa, historical sites and aged buildings put us in a slow, organic and tranquil 

duration of time that is on a continuum with human movement through space, while modern 

materials, with their resistance to the process of age, flatten our perception. This means that 

modern materials do not provide us with knowledge of the past, keeping us in the present. On 
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the other hand, natural materials—marked by ruin, decay and destruction—put us in a temporal 

continuum that began in the past and continues into our present state. These qualities are both 

present but also expressionistically heightened and exaggerated in Tarkovsky’s films, drawing 

our attention to their subjective effects. Referring to expressionist effects in Tarkovsky's films, 

Pallasmaa (2001, p. 91) observes that ‘In architecture we are rarely confronted with rooms 

through which rain pours or that are flooded with water’. Likewise, we are rarely confronted 

with habitable ruins similar to that of the madman’s room in Nostalgia, the space station in 

Solaris or the character’s house in Sacrifice. But these imagined spaces alert us to possibilities 

through their exaggerated, imagined mise-en-scène, much as durational experiences of 

Tarkovsky’s cinema gain significance by what we have experienced beyond the screen. 

 

Eroded environments submerged in rain and fog are the textural hallmarks of Tarkovsky’s 

films. Tarkovsky (1989, p. 28) reflects on their importance, saying that ‘the texture of the 

scenery and the landscapes must fill me with definite memories and poetic associations’. 

Having said that, Tarkovsky assumes that if certain scenes create subjective associations in him, 

then they should have a similar effect on audiences. As such, ‘rain and fog’ and ‘ruins and 

nature’ are not just isolated impressions of cyclical progressions or simple signifiers of history 

but rather circumstances that, by filling the audience’s memories and poetic associations, evoke 

an experience of lived and subjective time. In this perspective, time is no longer associated with 

the linear logic of events but is as what Ross (2012, p. 22) describes: ‘time became the boundary 

through which to understand the processes of consciousness (perception, memory, intuition, 

etc.) and subjectivity, according to principles of unity, flow, continuity, and freedom’. 

Tarkovsky represents architecture in the state of ruination and corrosion, which makes the 

buildings partial and incomplete. In their incompleteness, while these images are historical 

hallmarks and are indicative of a linear process of history, they also inspire a subjective 

experience of historical that could be undestood through ‘the processes of consciousness’. These 

images create the ‘mandala’—the element of ‘meditative’ cinema as Schrader explained—that 
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require time to be contemplated; they also make a demand on the viewer’s memory and 

imagination. In other words, they are not just about visible features of eroded materials or 

seasonal changes but, in their incompleteness, work to activate memory and imagination. They 

are images that are only completed by perception. This means that unlike those built spaces 

immediately comprehensible to the eye, Tarkovsky creates haptic space that allows the 

body/mind to wander and to contemplate the changing ways in which architecture appears to the 

senses. This captures Erwin Straus’s (1966, p. 11) notion of ‘pathic’ that is a model of guiding 

our perception in touching. As a result, instead of being a simple extension of action, this space 

is evocative of contemplations whose temporality cannot be reduced to the present or the past, 

nor can be apprehended with the eye alone. The texture of Tarkovsky’s films brings out 

sensorial contemplation and open us to an experience of lived time that is elicited both from 

durational aesthetics and ever-widening circuits of memories. 

 

Referring to Tarkovsky’s cinema, Pallasmaa (2001, p. 91) argues that architecture must question 

its ‘instrumentality, functionality and existence on the level of materiality and practicality in 

order to touch the deeper levels of consciousness, dream and feeling’. Similar to Schivelbusch, 

Jacobs and Lynch, Pallasmaa attempts to make sense of the temporality of modernity and the 

prevalence of modern materials and modern infrastructures, which not only allowed faster 

construction but also accelerated movements through space. He (2016, p. 52) raises similar 

concerns about speed, which he argues has become part of the modern consciousness since 

Marinetti’s Manifesto of Futurism of 1908 (2016). To advance a theory of time in architecture, 

Pallasmaa favours spaces that encourage slow movement and could be designed by using 

materials that no longer resist time. As he suggests, ‘deterioration, erosion and entropy are the 

unavoidable fate of all material constructions’, but they situate us ‘in the flow of time’, in 

particular, when they become the ‘perception of the skin’ (Pallasmaa, 2016, p. 57). Here, instead 

of limiting our knowledge through the predominant model of vision, Pallasmaa suggests 

acquiring knowledge of time through a sense of touch. Drawing on Merleau-Ponty’s 
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phenomenology of perception—and considering the way that we feel the texture of colour or 

hear the hardness of cobbles or speak of a soft, dull or sharp sound (Merleau-Ponty 2005, p. 

267)—Pallasmaa argues that aged materials evoke similar ideated tactile sensations which 

allude to our experience of time as a form of durational movement, the slower speed. 

 

As explained at the beginning of this chapter, such summoning of the sense of touch requires a 

mimetic relationship to the environment. For architecture to be able to engender a sense of touch 

and visceral experience in us, a subjective quality is needed. We need to identify this 

subjectivity in the environment so we can imitate it within our bodies. Pallasmaa appropriately 

assigns this subjectivity to building materials from nature. These materials are able to encode 

memory and preserve the past. These materials, as Deleuze (2013, p. 113) implies for a certain 

type of cinematic images, are ‘strangely active fossils’. They put us in a temporal continuum 

and remind of the past; however, there is no recollection of specific types. It is a general past 

that we perceive in the past of others and this, as I will explain in the next chapter, evokes 

evocative contemplation that requires an unavoidably slower pace and perception. Such 

slowness and extended mental duration, as this thesis discusses, is part of our knowledge and 

experience of time, which ultimately becomes embodied. 

 

There are, however, critiques to be acknowledged with regard to Pallasmaa’s ideas, drawn on by 

this project. First, his intervention can be viewed as a romanticised desire to lament the loss of 

slow and organic time to the arrival of technology. Second, Pallasmaa’s constant criticism of 

architecture as ocularcentric, and the eyes as responsible for as many evils as capitalism and 

consumerism, contradicts his own saying about the simultaneity of experience and sensory 

interaction, including vision itself. Pallasmaa was right in his account that historical settings 

connect us directly with time by slowing down our movement and by activating the encoded 

memory of the ancient past (the slowness and the evocative memory are correlative). However, 

he is perhaps unconcerned with the fact that the desire to return to the past by adapting historic 



76 

 

buildings as a model to generate new architecture ends up in the creation of ruinous-looking 

buildings.15 According to Huyssen (2006, p. 6), such longing for historical sites and adapting 

them as a model to produce new space in the twenty-first century perhaps reveals the hidden 

‘nostalgia for an earlier age that had not yet lost its power to imagine other futures’. However, it 

is clear that other fields of knowledge, including cinema, are not that pessimistic about the 

promise of an alternative future and are successful in identifying other factors that could evoke 

haptic perception and temporal consciousness without adopting such a romanticised desire to 

return to the past. This thesis endeavours to explore these other factors and the way they could 

provoke our sense of touch in the subsequent chapters, where I put forward the claim that the 

way architecture stimulates a sense of touch in us and triggers our embodied memory is a matter 

of individual experience as well as more ordinary histories (not necessarily the embodied 

grandiosity assigned to the ancient architecture but, for instance, the more personal history of 

everyday uses of space). These matters are important to understand how we experience time, as 

the temporal relies on a more personal and ordinary history that could become embodied in the 

body more intimately than the official history. 

 

To this end, my choice of Tarkovsky’s cinema, to which personal memories and inner qualities 

of time are central, develops a polarisation between the works of architecture and films that I 

analyse in this thesis. The works of architecture, as I discussed in this chapter, represent an 

optical approach based on meticulous and mathematical planning of space (I will argue how this 

approach resembles Kubrick’s approach to cinema, whichwas frequently shot on planned and 

constructed sets). However, Tarkovsky seldom envisages a plan for his films, building his 

characters through the course of filming and only permitting subtle suggestions of setting. 

 

15 Pallasmaa himself explains the design of American artist Gordon Matta-Clark in Conical Intersect 

(1993) as an example of haptic architecture, practised based on the idea of ruins. Pallasmaa (2000, p. 79–

80) suggests that the significance of Matta-Clark’s design lies in the way he incorporates the images of 

ruins by cutting into the building in order to loosen the visual presence of the façade and raise an 

imagination in the viewer. 
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Rather than building a new set (except for the house in Mirror for which he undertook a process 

of restoration), Tarkovsky often observes the existing architecture and nature of his 

surroundings with utmost precision and an uninterrupted flow of time, ‘so that no-one in the 

audience will feel that his perception is being coerced, … as he starts to recognise the material 

of the film as his own, assimilating it, drawing it in to himself as new, intimate experience’ 

(Tarkovsky 1989, p. 120). Tarkovsky’s films, which move away from a visualisation of space 

tied to requirements of narrative continuity, are characterised by a loosening of links between 

space and time—an alternative rhythm allowing for opening the image up to tactile qualities and 

hence, personal interpretation. Indeed, in Cinema 2, Deleuze carefully observes that in the space 

of Tarkovsky’s films, the connection of parts is not predetermined and can take place in many 

ways: Tarkovsky’s space ‘is a space which is disconnected, empty and amorphous spaces which 

lose their Euclidean co-ordinates, in the style of Ozu or Antonioni’ (Deleuze 2013, p. 129). In 

the analytical chapters, I explore how these empty and amorphous spaces provoke an 

engagement with the built environment that we recreate through attention, which according to 

Bergson (2005, p. 105) results in ‘creating anew not only the object perceived, but also the ever 

widening systems with which it may be bound up’ as if the same physical life is ‘repeated an 

endless number of times on the different stories of memory’. 

 

Conclusion  

As demonstrated in this chapter, architecture, as a discipline that involves human bodies, is less 

effective in delivering a haptic experience of time when it emphasises the optical characteristics 

of the built environment. While surveying scholarship that deals with architecture, vision, 

hapticity and speed, I have also begun to discuss Tarkovsky’s cinema as an alternative case 

study of the built environment which, in its inclusion of textural qualities and its interest in 

durational experience, could invite a perception of time as a form of embodied memory or 

perception of slow duration. As a concept more exposed to our proximal senses than to our 
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eyes, time could be experienced through an appeal to non-visual, embodied and sensorial 

knowledge, all of which are part of the architectural aesthetic and thematic quality of 

Tarkovsky’s films. In contrasts, within the discipline of architecture, there are rarely 

explorations of the non-visual and embodied mode of experiencing space, because of the 

historic over-emphasis on vision as the primary sense of gaining knowledge of the environment. 

Through an investigation of literature in architecture, this chapter suggested that this emphasis 

on one type of perceptual experience emerged in modernity. Schivelbusch (1977) observed that 

in the arrival of the railroad, people’s consciousness of time was changed from slow presences 

to moments of speed. As a response to the culture of mobile and modern life, the micro-scale 

urban spaces that responded to human activities in the built environment in a slower time were 

eventually displaced by the new highways and motorways above the ground, which keep 

perpetuating the culture of speed. The new forms of mobilisation and the domination of 

technology, as this review of literature clarified, has resulted in the domination of seeing as the 

main sensual activity in architecture and the built environment. 

 

Pallasmaa (2000, p. 78), in particular, was concerned about this hegemonic vision when he  

wrote that ‘we need to examine very critically the character of vision that predominates today in 

our world’. However, in extending his critique to all forms of visuality, Pallasmaa fails to 

address that vision is intersubjective and ‘functions like the sense of touch’ as Marks argues 

(2000, p. 22) argues. Therefore, this chapter identified two constraints in the field of 

architecture: first, the disuse of haptic epistemologies in prevalent practices of the built 

environment since the industrial revolution; and second, a limited reading of vision as being 

merely instrumental and objective. With this in mind, the textural and thematic analysis of 

selected films in the final two chapters of this thesis aims to highlight the significance of 

utilising haptic theories and intersubjective visuality in invoking an experience of time 

(enduring perception) through the body. In preparation for this analysis, the next chapter 

discusses the other form of visuality, which Marks named haptic visuality. To explain haptic 
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visuality, I draw a connection between Marks’s theory (which she offers in regard to theories of 

film spectatorship) and art historical studies of  Riegl (1985) on ‘close vison-haptic space’ as 

well as the philosophical enquiry of  Deleuze and Guattari (2005) on ‘close-range vision’. The 

next chapter aims to explore how our eyes might imitate (the theory of mimesis that I briefly 

explained throughout the current chapter) a sense of touch and how such intersubjective 

visuality might evoke an understanding of time through our bodies. 
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CHAPTER 2.  

A VISUALITY THAT PERFORMS LIKE THE SENSE OF TOUCH: A 

THEORY OF EMBODIED SPECTATORSHIP 

 

Our perceptions, sensations, emotions and ideas occur 

under two aspects: the one clear and precise, but 

impersonal; the other confused, ever changing, and 

inexpressible, because language cannot get hold of it 

without arresting its mobility (Bergson 1950, p. 129). 

 

Introduction 

This chapter examines Laura Marks’s theory of haptic visuality as a theoretical frame for 

investigating Tarkovsky’s films, in terms of hapticity and in terms of how they might model an 

experience of time in our built environment. Central to this interdisciplinary investigation is its 

proposal that regardless of their difference as media, architecture and cinema both have the 

potential to engage with and impact our haptic perceptions and through these our temporal 

experiences. Analogically, the theory of haptic visuality that is based upon a tactile relationship 

between the body (the perceiver) and the image of the film (the perceived) is considered as a 

figure for an altered relationship to the architectural in a world that privileges vision over other 

senses. This search for an alternative mode of perception is also a search for what Pallasmaa 

(2001, p. 5) might call ‘the expression of the human existential experience’ based on a sense of 

touch. According to Pallasmaa (2000), the tendency to disregard the dimension of experience 

(he uses the term emotion) is the consequence of the power of the eye over the other sensory 

realms. Taking on board Pallasmaa’s critique, this study engages with the concept of haptic 
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visuality as a multi-sensory alternative to ocularcentrism of the mainstream of both cinema and 

contemporary architecture. 

 

As I argued in the previous chapter, even after a generation of scholarship that emphasises the 

significance of haptic experiences, architecture appears to remain preoccupied with the visual 

information and seeing as the primary mode of understanding the environment. Cinema, as 

observed by Metz, is similarly ocularcentric, a scopic regime. Nevertheless, contemporary 

cinema theorists such as Marks, Sobchak, Elena del Río, Jennifer Barker and Matilda Mroz 

evolved a new range of theories concerned mainly with the question of haptic perception, the 

permeability of space and, in the case of Deleuze—who as I mentioned is not a film theorist but 

has been highly influential on understanding of cinematic temporalities—time. Rather than the 

fixed distance between the spectator and the cinematic image, these filmmakers and cinema 

theorists were interested in the sympathetic relationship between the viewer’s body and the 

image, which indicates theories of embodied spectatorship. Against this backdrop of sensorial 

engagements in architecture and cinema, this chapter draws on Marks’s (2000) distinction 

between optical and haptic visuality: the first values the eyes as a primary source of gaining 

knowledge of space (in Marks’s study, cinematic space); and the second appreciates the multi-

sensoriality of perception and draws on a tactile stimulus as a way of experiencing embodied 

memories that are the dimensions of time. 

 

Furthermore, by drawing on primary sources from which Marks derives her theory, including 

Riegl’s (1985) optical and haptic space and Deleuze and Guattari’s (2005) striated and smooth 

space, this chapter addresses the distinction between optical and haptic spaces. It shows that, 

while optical spaces rely on visual information and, thus, instantaneous perception, haptic 

spaces evoke imagination and require slower, more gradual, perception. Through an 

examination of tactile qualities of precedents from Tarkovsky’s feature films, this chapter seeks 

to demonstrate that haptic spaces depend on and have synergy with embodied visuality, 
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acknowledging ‘the presence of the body’ in the act of seeing and inviting unity of ‘the senses 

and the intellect’ in the act of perceiving (Marks 2000, p. 151). In other words, in the unity of all 

senses and the intellect, haptic spaces of the built environment conceived by Tarkovsky raise 

existential experiences—what Almaas might consider as the incorporation of the dimension of 

time into our architectural thoughts. 

 

Haptic Visuality: A Theory of Film Spectatorship  

The distinction between the eye that merely sees and the eye that produces feelings through 

seeing drives Marks to conceptualise haptic visuality as a vision that functions like the sense of 

touch. Specifically, Marks (2000, p. 162) argues that ‘Optical visuality depends on a separation 

between the viewing subject and the object’ but that, in contrast, ‘Haptic looking tends to move 

over the surface of its object rather than to plunge into illusionistic depth, not to distinguish 

form so much as to discern texture’. This model of film viewing allows this thesis to analyse the 

way architectural imagery evokes feelings and allusions of temporality through the eyes that 

function like the sense of touch. Focusing on the shared ground of architecture and film, which 

is haptic perception, this part first explains how Marks’s theory of haptic visuality permits this 

thesis to posit an epistemology to explore touch, rather than vision, as a model of gaining 

through its cinematic analogue. Next, it explores how a haptic image aligns itself with an 

extended and gradual perception and permits an experience of time either as a form of embodied 

memories or an embodied and extended duration—or a combination of both. The image is the 

central concept in this chapter in particular and in this thesis in general. As mentioned in the 

previous chapter, the culture of modern and mobile life and its paradigm of speed created a form 

of image-driven architecture that favours the eye as a singular means of perception. The 

hegemony of the eye, according to Pallasmaa (2001), tends to focus our attention to architecture 

as an object or entertaining image that dulls our proximal senses. Whereas, as I elaborate, haptic 
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images of architecture in Tarkovsky’s films open up to temporal associations and effects of the 

environment—namely, memories, imagination and lived extended experience. 

 

As an interdisciplinary architect, I look at Tarkovsky’s films for the way they evoke the 

temporal ground of architecture through their cinematic settings. As I have noted in the previous 

chapter, Tarkovsky (1989, p. 28) asserts of his own films that ‘the texture of the scenery and the 

landscapes must fill me with definite memories and poetic associations’. However, in order to 

understand how Tarkovsky raises these memories in himself and by extension his audience 

through his treatment of buildings, countryside and landscapes, I draw on the theory of haptic 

visuality. In light of this distinction between haptic and optical visuality elaborated by Marks, 

we could further argue how the physical body of built environments tends to keep the body at a 

fixed distance in order to draw on the singularity of visual means so we can distinguish forms. 

By contrast, architectural imagery in Tarkovsky’s films invites the eyes to stay on the surface of 

the image and consequently evokes the intensity of time, illustrating the importance of a ‘slow’ 

understanding of space. For example, considering the aesthetic of ruins and its representation in 

Tarkovsky’s films, we can differentiate the haptic quality of the erosion from its optical 

character. In our real environment, ruins are considered as places that have the power to 

materialise history and to give history a visible character. Yet in his films, Tarkovsky explores 

architectural ruins and their haptic character—defined, in part, by the warmth of their faded 

colours, the weightlessness of their peeling walls and the instability of their damp floors—to 

texturise the built environment of his films and to restore the hidden and personal memories (as 

something that could be differentiated from the visible history of ruins). By allowing mould to 

corrode the walls, rain to penetrate the roofs and dilapidation to take over nature, Tarkovsky 

removes the ‘building’s mask of utility’ which addresses our reason and common senses 

(Pallasmaa 2001, p. 27). 
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When our reason and common senses are not accessible instead of relying on our vision to 

perceive form and justify utility, we draw on other senses to comprehend the ruins imagery 

through an experience of texture. According to Pallasmaa (2001, p. 27), ruins are buildings that 

have been lived in for generations. Hence, they could awaken our imagination. Through this 

mode of looking at ruins as having haptic characteristics of a built environment, we can argue 

that abandoned buildings, dilapidated houses and ancient cathedrals in Tarkovsky’s films, rather 

than signifying time as a historical progression, prompt a sense of time as a drive to recover 

memory. Domenico’s room in Nostalgia, Andrei’s childhood house in Mirror, the apocalyptic 

room of the Zone in Stalker and the space station in Solaris are examples of architecture that, 

instead of addressing our reason and common senses, aim to evoke feelings, imaginations and 

embodied memories of the past. These feelings, imaginations and embodied memories of the 

past are only available if, instead of optical and rational sympathy with the objects in the films, 

our bodies’ sensorium goes into a relationship with the films’ sensorium. This relationship, 

according to Marks, depends on haptic visuality—a visuality that permits the viewer to perceive 

the haptic or sensuous image of the film. 

 

More precisely, Marks conceptualises haptic visuality as a vision that feels as opposed to the 

optical visuality as the vision that sees. Given these two approaches to the sense of sight, we can 

understand more comprehensively the reason that critics and scholars call today’s architecture 

ocularcentric. The functional orders and rational arrangements of buildings for optimal use and 

prompt visual comprehension tend to address our sense of vision alone. However, a haptic 

environment with its close-to-body details captures the vision that could produce feelings and 

imaginations. As I explained in the previous chapter, we gain a knowledge of the environment 

through moving in space, engaging with natural and built elements, while experiencing them 

through our memories (O’Neill 2001). In this view, more than spatial/visual elements, 

experiential factors play a role in our comprehension of architecture. Through analysing 

Tarkovsky’s films, we can argue that this shift from the object of outer reality to the subject of 
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inner experience, in fact, marks the transformation from the knowledge of space to a 

comprehension of time. For example, in Tarkovsky’s films, the characters no longer appear on 

the architectural stage to observe and act upon the environment but rather they are merged into 

their surroundings to draw attention to a feeling or a memory. In this way, the built environment 

is no longer an external space but the inner mental space or a space that highlights feelings, 

imaginations and often the senses of the past. In this respect, the environment is expressionist, 

an outward expression of inner states, or, as Tarkovsky (1989, p. 110) himself puts it in 

discussing the manipulative mise-en-scène, it is an example of how spaces ‘bring out a state of 

mind through means other than acting’. In other words, Tarkovsky’s landscapes, buildings and 

houses evoke emotional responses, including melancholic dimensions of time. These memories 

are not necessarily our memories, nor they trigger any collective sense of remembrances; 

however, we still perceive them. To understand how cinema in general and Tarkovsky’s films in 

particular may reconfigure and evoke memories that do not belong to us, in what follows, I 

draw on Marks’s categories of official and private memory in the context of intercultural 

cinema. 

 

The condition of being in-between cultures, Marks (2000, p. 151–152) argues, lets the 

intercultural filmmakers use haptic images as an explicit critique of visual mastery, in the search 

for ways to represent embodied speculations and experiences of people living in the diaspora. 

According to Marks (2000, p. 24), ‘Intercultural cinema moves backward and forward in time, 

inventing histories and memories in order to posit an alternative to the overwhelming erasures, 

silences, and lies of official histories’. The condition of living in between two or more cultures, 

with the host culture as a dominant narrative, prevents intercultural filmmakers from 

representing their memories and experience in the dominant idiom16. Therefore, the use of 

 

16 See, for example, Marks’s discussion of Black-British cinema that attempts to represent black struggles 

in Britain that are repressed and erased from the official or popular memory. 
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silence and the omission of the visual image is a way for intercultural filmmakers to explore 

new forms of expression. 

 

Translating this to the work of Tarkovsky—and looking at Tarkovsky’s Nostalgia as an 

example, which was made during his self-imposed exile after Russian Mosfilm refused to fund 

the project—we can see similarities between Tarkovsky and the intercultural filmmakers 

discussed by Marks. He, who feels uneased in Italy, with films deeply rooted in Russian 

emotional themes, attempts to find alternative modes of expressing his memories of the Russian 

home. Hence, although Nostalgia includes shots of Italian historical sites and landscapes in the 

background, Tarkovsky often drifts away from these official records of history to focus on the 

characters’ feelings or personal relationship to the past—nostalgia. For example, in a scene from 

Nostalgia, the character avoids entering the small ancient church at Monterchi because he is 

‘tired of seeing these sickening beautiful things’ (extract from English subtitle). Instead, he 

carries a key to his home in Moscow in the pocket of his jacket that he often touches them ‘as 

an unconscious reflection of his homesickness’ (Pallasmaa 2001, p. 66). Although this 

homesickness is not ours, Tarkovsky directs us to imagine the faith of the character who 

removes from his home. Important to this film about dislocation is how, rather than official 

memories of built environments, which are generally stamped in historical sites and ruins, 

Tarkovsky is more inclined to represent private and ordinary memories that are located in the 

gaps between these materialised histories. 

 

In the above view of Tarkovsky’s film Nostalgia and considering Marks’s distinction between 

official and private memories, we might argue that besides time as a patina of ageing, historical 

sites could also be treated as a reservoir of non-visual and embodied memories. While 

architecture tends to engage with the physical traces of wear and tear that adverts time as a form 

of linear progression, Tarkovsky’s films bring to our attention a sense and feeling of memory, 

perceived as a form of skin contacts. Tarkovsky’s films, with their ability to incorporate 
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memories into the building by way of representing the scenery and the landscapes through 

sound, music, colour, movement and narrative, allow us to explore some of the less official yet 

more individual memories. To explore these memories, I draw on haptic visuality, which 

provides a frame of analysis where, instead of the visual, the proximal senses are the guideline 

to excavate the representational image of architecture in terms of their temporal attributes. 

 

To address our proximal senses, Marks (2000, p. 28) centres haptic visuality around images that 

‘arouse an emotional or visceral response’. Such images are central to Tarkovsky’s films. These 

images are not linked according to the linear logic of the plot, nor do they illustrate a 

conventional narrative. Instead, the images of architecture and nature conceived by Tarkovsky 

are a direct reflection of mental images, memories and dreams, as in the house of childhood in 

Mirror, the Russian dacha in Nostalgia or the natural environment in Solaris. Therefore, they 

appear to capture Marks’s category of sensuous images that open up to our emotions and 

feelings and allow an experience of time as a form of diving into different strata of memories. 

Marks defines the sensuous image by relying on Deleuze’s conception of any-space-whatever. 

As mentioned earlier in this thesis, Deleuze uses the concept to explain the state of the viewer of 

the post-war cities in the course of demolition or reconstruction. As Deleuze argues in Cinema 

2, the condition of these cities no longer allows the viewer to react but to contemplate. Deleuze 

uses this concept to emphasise the emergence of the new form of cinema, which he calls time-

image cinema. Marks draws on any-space-whatever to explain the disjunctions between 

memories valorised by the dominant culture and those not, fixated in senses other than the 

visual dominant. Indeed Marks (2000, p. 27–28) indicates:   

The end of the modern period is characterized not only by industrial ruins but 

also by the dismantling of colonial power, whose ruins are perpetuated in the 

lives of the people it displaced. These people are “seers” in the metropolitan 

West, aware of violent histories to which its dominant population is blind.  
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As stated above, it is not just the industrial ruins that display the destabilised official history. 

Instead, it is the ‘dismantling of colonial power’ that created newly displaced populations who 

see history not only through the visual records of the dominant culture but also through their 

individual cultural memories to which the ‘dominant population is blind’. Viewed through the 

lens of Marks’s notion of intercultural cinema, it is significant that, when Tarkovsky was 

making Nostalgia, he was determined not to produce just another tourist view of Italy but a film 

through which he could express feelings for his Russian home. While Nostalgia was actually 

made while Tarkovsky was self-exiled in Italy, exile and alienation are consistent themes in 

even those films produced in the Soviet Union, relevant to the realities of those exiled, 

immigrated and diasporic intercultural people discussed by Marks, who are disengaged from the 

dominant visual-oriented narrative. For instance, Gorchakov in Nostalgia, Ivan in Ivan’s 

Childhood, Kris in Solaris and the narrator in Mirror are all either exiled or alienated, meaning 

they are nostalgic and always yearning for home and the past. The mode of nostalgia found in 

both Nostalgia and Solaris is what Boym (2001, p. 17) calls ‘reflective nostalgia’, which 

‘explores ways of inhabiting many places at once and imagining different time zones; it loves 

details, not symbols’. In this view, Tarkovsky uses haptic images to reveal these feelings that 

instead invite visceral responses in the viewer who attempts to make sense of these memories of 

the past by drawing on their subjective reservoirs. 

 

The distinction between the history and its audio-visual elements/records and the private 

memories and their tactile resources is particularly important to my analysis of temporality of 

architecture in Tarkovsky’s films. Later in this chapter, and in this thesis as a whole, I examine 

how time can be apprehended objectively through sites or buildings that have been aged over 

time (official records of history) and how time can be experienced subjectively by appealing to 

non-visual and embodied knowledge. This discussion is informed by Bergson’s disjunction 

between objective time, which serves as the measure of concrete reality, and subjective time 

(lived duration). To explain how we experience time in a non-linear order, Bergson (1950, p. 
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86) indicates that we count our sensation and perception when, for instance, we hear a noise of 

steps in the street and we have a mental vision of somebody walking along. This simultaneous 

act of the mind and juxtaposition of two distinct moments, as Bergson suggests, is time: a form 

of lived duration that constitutes our internal life. This lived duration, according to Bergson 

(1950, p. 232), includes ‘moments inside one another’ that coexist: the present that passes but 

preserved (a noise of steps) and the past in general (our imagination of the passerby that occurs 

because of our prior knowledge). In this view of the temporal, my analysis here aims to examine 

Tarkovsky’s films to excavate these other forms of temporality that are more aligned with our 

experiential being. 

 

Haptic Space Versus Optical Space 

Thus far, this chapter clarifies that haptic images produce expressive responses, while the theory 

of haptic visuality emphasises the viewer’s inclination to perceive haptic images. Here, I argue 

that Tarkovsky’s films often offer haptic images of architecture. Some of these are exemplified 

in the rural townhouse in Mirror, the character’s hotel room in Nostalgia, the enigmatic room of 

the Zone in Stalker and the Solaris space station in Solaris. Apart from erosion, there are other 

features that make these built environments haptic and thereby allow us to experience time as it 

is present as an embodied memory or a form of the slow movement. To be able to explore these 

features, in what follows, I first draw on Riegl’s distinction between ‘close vision’ or the haptic 

space and ‘distanced vision’ or the optical space—the same primary resource based on which 

Marks offers some qualities of haptic images in intercultural films and videos. 

 

In Late Roman Art Industry (1985), Riegl drew on the definition of the term ‘haptic’ in 

physiology, which, instead of haptikos that means ‘to touch’, refers to haptein that means ‘to 

fasten’. To underline the distinction between haptic and optical spaces, Riegl compared the 

geometric, straight line and plane-based Egyptian art with the perspectival, deep undercutting 
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and grid-based relief sculpture typical of the late Roman art. According to Riegl, ancient 

Egyptian pyramids, and the art of that epoch in general, are haptic spaces. These pyramids 

reduced the depth to the minimum and blurred the boundary between themselves and their 

surrounding space. This means that instead of volumetric space, every side of the pyramid-form 

appeared like a plane surface against the background of the immobile dessert as ‘horizon-

background’ (Riegl, cited in Deleuze & Guattari 2005, p. 495). These spaces fasten our vision to 

the surface of the flattened object close enough so that in the absence of the depth, we can feel 

the texture of the planes. Riegl called them haptic spaces to avoid the connotation of tactile too 

literally as ‘touching’ (Marks 2000, p. 162). In comparison, these quasi-two-dimensional, plane-

based spaces show how in Greek art and later in the late Roman art (then in Renaissance), 

optical spaces appear in deep perspectival depth, working with volumetric cuboids and ‘playing 

on relief and shadow, light and colour’ (Deleuze & Guattari 2005, p. 495). 

 

Unlike haptic spaces, optical spaces require a fixed distance from which the viewer can position 

themself to perceive the three-dimensional space in its totality. Drawing on Riegl’s portrayal of 

haptic and optical spaces, Marks (2000) explains how the fasten (or close) looking touches the 

surface of the image and allows the eyes to sense the texture that is less likely discernible if 

volumetric depth forces us to use our distanced vision to distinguish forms. As Marks describes 

it, the haptic image invites a look to move across the screen for some time before we understand 

what we are beholding. This suggests that the haptic image tends to engage us with the temporal 

experience as a form of slower movement of our eyes and our thoughts. Another way that a 

haptic vision (as a means required to see the haptic space) could inspire a temporal awareness is 

via embodied memories. This means that by adapting the slower, more gradual, perception, 

haptic visuality gives us enough time to contemplate the haptic space and to sense forgotten 

personal and cultural memories. In Nostalgia, for instance, Tarkovsky creates this effect when 

he takes away the depth and three-dimensionality from the environment by rendering them in a 

frontal perspective. He also obscures the edge of these flattened landscapes and buildings into 
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fog, flood, rain, darkness and light and often uses colour and tonal contrast to texturise spaces. 

For instance, in the scene of the spa at Bagno Vignoni in Nostalgia, Tarkovsky sets the camera 

in front of a landscape whose edges are dissolved into the mist. In this way, he transforms 

spaces into a two-dimensional image, a painting, as Pallasmaa (2001, p. 73) describes. In so 

doing, just as the Egyptian arts reduced the depth to the minimum and blurred the boundary 

between themselves and their surrounding space, Tarkovsky’s scene of the spa is dissolved into 

the rest of the frame and appear as what Riegl described as haptic space. This haptic space is not 

limited to its visual depiction. Instead, it requires a haptic look that stays on the surface of the 

image for some time to create the mental image that Tarkovsky aims to reveal through sound 

and voice-over. In the analytical chapter, I explain this scene in detail and discuss how it 

produces a sense of time as a simultaneous perception or Bergson’s analogy of lived duration. 

 

The way that Tarkovsky produces haptic or sensuous images of the built environment—which 

in turn allow an experience of time—also appear to capture Deleuze and Guattari’s notion of 

hapticity. In The Thousand Plateaus (2005), Deleuze and Guattari explain hapticity through the 

concept of ‘smooth space’, which they identify as an element of haptic space. Deleuze and 

Guattari (2005, p. 492) distinguish smooth space from striated space, the first that relies on 

‘close-range vision’ and the second that depends on ‘long-distance vision’. On the avenue that 

Riegl, and later German art historian Wilhelm Worringer (1881–1965), offered, Deleuze and 

Guattari (2005) argue that, because smooth or haptic space is not ‘dimensional or metric’ (p. 

479), we are not able to measure it with a distant vision but rather we draw on our close vision 

to feel the space: 

The first aspect of the haptic, smooth space of close vision is that its 

orientations, landmarks, and linkages are in continuous variation; it operates 

step by step. Examples are the desert, steppe, ice, and sea, local spaces of pure 

connection (p. 493). 
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The above statement highlights two textual qualities for the haptic space: first, the absence of a 

fixed visual point of reference; and second, the constant changes in ‘orientations, landmarks, 

and linkages’ between local parts of the space. For the former, Deleuze and Guattari argue that 

we can never be ‘in front of’ a desert to use our long-distance vision to measure it. At any 

spatial positioning, we are always ‘in’ the desert and experience it through a close-range vision 

that may be as much visual or auditory as tactile. For the latter, Deleuze and Guattari (2005, p. 

494) suggest that, similar to nomad art that allows the eye to function like the sense of touch—

by beholding them on the plane surface of twisted animal figures on the cave wall, which 

constantly change direction, linkage or location—the smooth or haptic space is aerial and 

invites the viewer to touch the space with their mind. Similarly, Pallasmaa (2001) approaches 

this idea when he says that the architecture of Tarkovsky’s films is the architecture of the mind. 

Indeed, Tarkovsky produces images with such precise detail that our eyes are kept on the 

surface of the image and given time to imagine and decipher the emotional atmospheres of the 

scene. Given the effortful process of deciphering required by these detailed renderings, time 

plays a role in yielding and forming knowledge of the built environment. Like a nomad art or a 

work of tapestry, Tarkovsky’s films are filled with opportunities for haptic engagement in order 

to give us an experience of time, duration and embodied perception. Namely, some of these 

haptic or tactile features include his signature use of elements, water and fire in particular, as 

well as his use of highly detailed mise-en-scène. This experience is not available in architecture 

that is constructed to put the viewer at a distance, where they need to rely on the dissociated 

objectifying visuality to observe the space in its perspectival entirety rather than its textural 

details. 

 

In contrast, the haptic architecture of Tarkovsky’s films addresses our existential experiences 

and the term haptic visuality, as an alternative model of seeing, highlights not only the presence 

of our bodies in their multi-sensorial environment but also emphasises the role that time plays as 

a ‘supplementary intervention of thought processes’ in our perception (Riegl /1985, p. 28; also 
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cited in Marks 2000, p. 162). The more sensuous an image, the longer our eyes are beheld by it 

to discern the texture. This lingering, extended act of seeing evokes a sense of time, yet not as 

historical moments or seasonal changes but as an embodied and extended duration. In addition 

to tactile images, Tarkovsky uses slow motion to permit the eyes to be beheld for some time to 

discern the texture. In fact, in his seven feature films, hesitation is a central notion. His slow and 

prolonged camera movements, which often move parallel to the buildings, landscapes and 

sceneries, no longer aim to reveal the order of these spaces but to trigger inner states and to 

arouse an experience of extended duration. Tarkovsky gives us enough time to draw on our 

imaginations and mental faculties to touch the strata of embodied memories. Some examples are 

Gorchakov’s memory of home in Nostalgia or the narrator’s memory of childhood in Mirror 

that we might readily identify as our own memory of home and childhood. This durational act 

of looking captures Riegl’s notion of gaze (or Marks’s concept of graze) that understands the 

eye as an organ of hapticity that unifies the beholder and the work of arts (‘äußere Einheit’; Olin 

1992, p. 156–157). This durational performance of the eye triggers certain behaviours in the 

viewer: to observe, to complete the image and to dig between embodied memories. 

 

In comparison, a mere space-oriented (optical) vision reduces time to its fragmented, objective 

and isolated moments (i.e. t, t+1, t+2 and thus along), as in contrast with subjective time or 

live-through time or duration, as Bergson (1950) suggests. As I explained, Bergson explicates 

that lived duration is a simultaneous act of the mind in juxtaposing two distinct moments (he 

uses an example of hearing a noise of steps in the street and having a confused vision of 

somebody walking along). We can observe that Tarkovsky successfully brings to attention this 

lived duration by using a slow-moving camera that stays on the edge of the environment and by 

employing sounds that suggest the existence of a non-visual proscenium. For instance, in the 

opening scene of Nostalgia, the camera stays parallel to the landscape and shows the car 

moving to the left side of the frame in the foggy background. While the sound of the engine 

remains audible, the car disappears from the screen and reappears from the left of the frame in 
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the clear foreground. Through the sound (non-visual knowledge) and movement (visual 

knowledge), we realise that the car made a loop outside of the frame. In other words, the 

simultaneous act of our mind in juxtaposing the visible and non-visible together allows us to 

chart the movement beyond the frame and to perceive the image in its entirety. In Bergson’s 

analogy, such a perception is a temporal act of the mind which he clarifies as lived duration. 

Just as Bergson elaborates that, in fact, in the unity of all senses we can call up our memories 

and position ourselves in duration or the continuum of time, Tarkovsky illustrates that in the 

multi-sensorial act of perception we can call up our imaginations to complete the image by 

positioning ourselves in duration or the continuum of time. 

 

Time as An Experience of Movement: Kinetic Versus Kinaesthetic  

Following on from the example above, Tarkovsky overtly distinguishes the physical act of 

moving from the experiential dimension of movement. To mention just a handful of examples 

of how the camera can allude to and remind us of the space beyond the frame, I point to the 

prolonged scene in Nostalgia in which the slow camera maps the architectural space of Piazza 

del Campidoglio anew; the scene from Solaris in which the camera shows the character slowly 

walking around nature; and third, another scene from Solaris where the camera is placed in the 

narrow corridors of the Solaris space station to sluggishly trace these architectural spaces. To 

understand how the camera does so, I return to the theory of film spectatorship, haptic visuality, 

to explain how the viewer of the film might acquire a tactile imagination of motion through the 

eyes that function like the sense of touch. Concerning the temporality of this act of perception, I 

return to Bergson’s (1950) distinction between objective and subjective time, the first that 

serves as the measure of concrete reality and the latter that points to the lived time or duration. I 

draw on this distinction to illuminate the disjunction between the physical act of movement or 

kinetic movement and the experiential movement or kinaesthetic movement, which is central to 

Tarkovsky’s films. The aim is to elaborate that kinetic or mechanical representation of 

movement is an optically visible movement, which often hints at physical mobility, for 
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example, of automobiles or building parts. Conversely, kinaesthetic or intersubjective 

movement emphasises the multi-sensory quality of perception, involving all the senses, 

including touch. While kinetic movement raises our awareness about time as an entity that 

mediates objectively between visuality and sense experiences, kinaesthetic movement calls up 

multi-sensorial experiences and, thus, yields knowledge of time as a form of lived duration. 

Although objective time is still part of our temporal awareness, it is the subjective and 

embodied character of time that, as Bergson (1950) suggests, constitutes our internal life and 

our phenomenological being. 

 

In what follows, I explain a brief historical background of using kinetic movement in the field 

of architecture. This background enables a comparative analysis between architecture that 

prioritises mechanical movement as part of the language of the design and the architecture that 

echoes experiential experiences. The first (prioritising mechanical movement) produces images 

for the purpose of visual pleasure, commercial exploitation and ideological conditioning, as 

Pallasmaa (2001) suggests. The latter (echoing experiential experiences) produces images that 

accumulate in mental faculties and reflect imaginations, memories and dreams. 

 

In architecture, the kinetic movement appears as a design strategy based on which buildings are 

designed to allow part of the structure or the whole building to move. Research on kinetic 

architecture is dated back to the 1960s and 1970s when computation and technology emerged as 

part of the design language (Friedman 2011; Holden 2013; Megahed 2017). Formed in the 

1960s, a group like Archigram draws inspiration from technology to create buildings that can be 

collapsible, flexible, kinetic and mobile17. Historically, the theories of kinetic architecture were 

influenced by American architect Richard Buckminster Fuller, who practised his theory in the 

design of Dymaxion Houses (1927), Fly’s Eye Dome (1965) and Spaceship Earth (1968). Upon 

 

17 See Ron Herron’s 1966 designs for the Walking City. 
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these early practices, during the 1970s, the kinetic movement appeared as a main theme in the 

work of high-tech architects such as Richard Rogers and Renzo Piano, who, inspired by the 

writing of American engineer and designer William Zuk (1970), designed Centre Georges 

Pompidou (1977) wherein a gigantic elevator was boldly brought in as a mobile and 

performance-based building component. During the last two decades, these examples coincide 

with the advancement of computer modelling, computational techniques and image 

manipulation. This process of producing mobile buildings as against the canon of conventional 

modernism architecture has produced a market economy of pro-consumerist and image-like 

architecture (see essays by Jill Stoner, Nic Clear and Brian McGrath in 2016’s Architecture 

Timed). McGrath (2016, p. 91) argues:  

While technologically enhanced architectural representations of highly realistic 

rendered walk-through visualisations have become ubiquitous, these images 

hypnotise the viewer, erase time and mask the embodied and material nature of 

architectural history. 

These hypnotic images reduce the process of memory to the fragment pieces of visual 

information passing by in front of the accelerated body of the viewer and amplify a mode of 

architecture that more significantly relies on an optical vision as a primary source of knowledge. 

Moreover, the kinetic buildings with their mechanical movements of the building parts often 

create a tight, regulated and perfect space that necessitates certain types of movements with 

implications for what Virilio (1994) might call militarism or Pallasmaa (2001) might identify as 

commercial exploitation and utilitarian value. By much the same token, Deleuze and Guattari 

(2005) use the metaphor of horseback riding to explain that the kinetic (mechanical) movement 

converses with the speed (of the horse) and no longer the flesh. Deleuze and Guattari (2005, p. 

397) argue that the history of motor and mechanical movement tends to investigate quantities of 

movement, rather than a qualitative movement that belongs to the body and its ‘free action’. 
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Unlike kinetic movement, kinaesthetic movement involves the body and is internal to us. As 

O’Neill (2001) describes, it is a form of tactile and positional awareness. The kinetic movement 

is directional and is expected to occur in an optimal brisk of time. Hence, optical/visual clarity 

is essential for this type of movement. In contrast, Gaston Bachelard (1994, p. 184) suggests 

that a kinaesthetic movement is a form of ‘intimate immensity’ and meditative stillness; in other 

words, it is a form of motion and vastness that can be experienced in stillness. For Bachelard 

(1994, p. 184), such attentive stillness that allows us to dive inward ourselves is a pure 

‘daydreaming’ or imagining to which the works of art are ‘by-products’. In her attention to this 

subjective account of movement, Susanne Langer (1953) in Feeling and Form befittingly 

indicates, ‘all good art, be it painting, architecture, or pottery’ (p. 82) rely upon kinaesthesia, 

which can evoke a sense of touch; she indicates that, for instance, when we see ‘the circle, the 

triangle, the spiral’ (p. 69), we do not see a stable form but rather a dynamic entity that 

‘expresses life—feeling, growth, movement, emotion, and everything that characterizes vital 

existence’ (p. 82). The motif is not moving; however, we still see movement when we observe 

it. This intrinsic and embodied movement is an example of a non-visual or ‘unrepresentable’ 

knowledge that is couched in a visual form, as Langer (1953) argues. 

 

In other words, kinaesthetic movement is an internal mobility that demands the viewer bring 

their resources of memory and imagination to experience motion intuitively. As a stationary 

audience of Tarkovsky’s films, we often experience kinaesthetic movement as a motion of 

thoughts, which attempt to understand the non-linear order of the past and the present and their 

often co-existence. Tarkovsky (1989, p. 30) refers to these instances as the logic of the dream 

that came from memories: 

I remembered seeing the wet grass, the lorry load of apples, the horses, wet 

with rain, steaming in the sunshine. All this material found its way into the film 

straight from life, not through the medium of contiguous visual arts. 
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For example, Tarkovsky in Nostalgia often creates an impression of the dream by representing 

objects such as the fragment of an old doll, a rusty bicycle, a broken light bulb, colourful 

bottles, old books and half-burnt candles—the elements of reality, which, although they have 

lost their functions, are refracted in our layers of consciousness (Tarkovsky 1989). Another way 

that Tarkovsky puts our thoughts in motion as though we see an image in our imagination is 

through the way that his films’ characters often stand immobile in the landscapes and turn to 

look toward the camera, like if they are part of the still life object or an element of a painting. 

 

These still life objects turn architecture into a picture, while they mobilise peripheral vision and 

activate the process of imagination. Often these objects signify longing memories of the past 

that sometimes give the impression that even the characters cannot remember. Being uncertain 

about what these memories might reveal, as Bachelard might say, we dive inward ourselves to 

imagine and make sense of these memories. On this basis, we can argue that, by using still life 

objects, Tarkovsky embeds haptic qualities in the image of built environments he deploys. 

These representational images, by drawing on the spectator’s kinaesthetic movement (sense), 

take them to ‘elsewhere’ or a reverie. In the spectator’s dual existences of being here (the 

present) and elsewhere (might be the past or future), the extended duration of time evokes the 

intensity of embodied memories. These embodied memories or invisible knowledge could be 

reflected upon if only the eyes function like organs of touch (Marks’s assertion of haptic 

visuality). 

 

Drawing on the example above, we can argue that kinaesthetics is a form of mobility that relates 

to our internal sensations and tends to produce emotion and imagination. I further support this 

argument by looking at the etymology of the term and its implications in neuroscience. In its 

Greek etymology, kinaesthetic consists of two parts: kinein, which means ‘to move’, and 

aesthesis, that means ‘sensation’. British neurologist Henry Charlton Bastian first coined the 

term ‘kinaesthesia’ in 1880 to describe sensations that are products of or associated with 
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movement. Such sensations, Bastian (1880, p. 5; also cited in Garner 2018, p. 146) suggested, 

cause ‘the different degrees of contraction of all muscles that may be called into action’. The 

fact that kinaesthetic movement is tactile was explicated by Bastian, who described kinaesthesia 

as a movement that generates sensations in the muscles, joints, tendons and, more significantly, 

skin. Given the connection between kinaesthetic movement and the skin (an organ of touch), we 

can argue that besides the imagination of unknown memories—as evidenced in Tarkovsky’s 

films—we also experience time as a form of extended interval. That is to say, when we are 

looking at a haptic or sensuous image attentively, an experience of time as a form of extended 

duration is raised through our body. This durational relationship between the body and the 

image (the world), as Merleau-Ponty (2005) argues, is fundamentally mimetic. This means that, 

while time could not be touched directly, its extended and enduring process could produce a 

sense of touch. 

 

The durational quality of temporal passing is another common ground in Tarkovsky’s films, for 

which he heavily relies on long takes. One of Tarkovsky’s longest shots is the scene from 

Nostalgia that the protagonist carries a burning candle across St Catherine’s pool, which lasts 8 

minutes 45 seconds. The emptied pool, which looks like a building and is texturised with moss, 

old stones and rusticated objects, is an exemplar of how Tarkovsky uses long takes to immerse 

the viewer into the image of his film and invite them to experience the built environment 

through their sense of touch. Similar to the way he materialises air through the fog, Tarkovsky 

spatialises time by making it painfully persisting in space. In this way, Tarkovsky allows the 

viewer to experience the passing of the time—a pressure of time. By using a prolonged and 

continuous shot, and again an anthropomorphised camera, Tarkovsky encourages the viewer to 

experience their inner state through its expression in the outer mise-en-scène. One of the most 

successful examples of doing this for Tarkovsky is a few frames of the printing-press scene in 

Mirror which are shot in slow motion:  
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We made a point of doing it very delicately and carefully, so that the audience 

would not be aware of it straight away, but just have a vague feeling of 

something strange. We were not trying to underline an idea by using slow 

motion, but to bring out a state of mind through means other than acting 

(Tarkovsky 1989, p. 110). 

Tarkovsky’s quote on his most successful example of a long take once more emphasises the 

significant role that haptic visuality plays in our experience and perception of time. Marks refers 

to Merleau-Ponty to argue that we are able to sympathise with the image of the film because of 

the mimetic or durational relationship between the body and the image. In the example of the 

printing-press scene, our vision reproduces the sense of endurance because the durational 

relationship between the body and the image allows us to place our feelings, fantasies and fears 

in the image. Through this projection, onto the object of our experience, we can perceive the 

dynamic relations between buildings, objects and characters in the area of the frame, which 

generates sensations in the muscles, joints, tendons and, more significantly, skin (Bastian’s 

notion of kinaesthetic). Marks (2000, p. 162) explains that psychologists define this 

combination of tactile, kinaesthetic and proprioceptive functions as haptic perception.18 In this 

form of perception, our mental faculty gradually becomes entangled with the perceived image 

only via haptic (close) looking. However, as I mentioned earlier in this chapter, the optical 

visuality needs a degree of separation between us (as the viewing subject) and the image (or the 

object). As Marks argues, the optical visuality lends itself to the optical image whose aim is to 

highlight the objective character of the images or figures that are created to adhere firmly to the 

ground plane. Conversely, haptic visuality lends itself to the haptic image, which requires more 

subjective efforts on the viewer’s part in order to be deciphered. In other words, we can argue 

that optical perception prioritises the representational aspects of the image and that haptic 

 

18 See also ‘The Haptic System and its Components’ in Gibson’s 1966 study titled The Senses Considered 

as Perceptual Systems. 
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perception prioritises the material presences of the image to appreciate tactile sensations and 

closer-to-the-skin forms of perception. 

 

For Marks, the textual qualities that make an image haptic are slightly different from those 

explained by Riegl—and later by Deleuze and Guattari. For Riegl, the haptic image is 

associated with a ‘sharpness that provoked the sense of touch’ and the optical image is 

associated with a blurriness, ‘soft “air form”’ that depends on the distanced vision (Riegl 1995, 

p. 30–31). Marks (2000, p. 173), on the contrary, associates hapticity to the organisation of film 

images with formal and textual qualities—such as grainy, blurry and unclear—on the one hand 

and hooked on tactile imagery (e.g. water, nature), an extremely close-up camera, a slow 

exposure, heavily textured images and ‘optical printing, solarization, and scratching the 

emulsion’ that work with the physical surface of the intercultural film, on the other. Most often, 

architecture in Tarkovsky’s films offers both forms of textual qualities described above. For 

example, in the opening scene of Nostalgia or the scene at St Catherine’s pool, Tarkovsky blurs 

and obscures the edge of the landscape and the pool into the mist to weaken the link between 

the real and the dream. However, in other scenes such as the close-up of the surreal image of the 

landscape in Domenico’s house in Nostalgia or the extremely detailed room of the Zone in 

Stalker, Tarkovsky sharpens the image for the same purpose: to diffuse the boundary between 

the real and the imagery. However, as I will explain in the next chapter, in Sculpting in Time, 

Tarkovsky (1989) sharply criticises the films that obscure their cinematic images, be it through 

manipulating the physical surface or dismantling the verbal and visual order. He argues that his 

own films rely rather on the relationship between the elements within the frame and in their 

clarity—although through the unusual relations between them, these elements create a particular 

impression of time either as a form of extended duration or the co-existence of moments inside 

one another. 
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Indeed, a haptic quality of perception is able to create an image from the memory of the sense of 

touch. These haptic images underline this thesis’s hypothesis: that cinema calls upon memories 

of the senses in order to represent the experience itself and existential time that does not pin to 

the present. In addition to this, this thesis suggests that there needs to be a durational engagement 

with the works of art for eyes to perceive non-visual knowledge and to produce a level of cortex 

sensation. This means that the image requires time to be resolved and we need time to figure the 

image, if at all. Bergson (1950), perhaps, was aware of this definition of kinaesthetic when he 

described the term durée as a continuous motion that produces emotions. In this second form of 

movement, time appears as a focal point. As a form of extended duration that conceives of 

sensations, time allows the viewer to use their haptic vision and to move their eyes on the surface 

plane of the haptic space/image to perceive it; however, this perception is not as a clear, precise 

dimensional optical space/image but rather as an ambiguous, confused, ever-changing and 

inexpressible space that is ‘the object of a close vision par excellence’ (Deleuze & Guattari 2005, 

p. 493). To recap, I have explained that the kinetic and kinaesthetic movements have the same 

implication of the late Roman battle (in Riegl’s terms) of the optical and haptic vision. This 

means that while kinetic movement privileges optical perception that relies on representational 

aspects of space, kinaesthetic movement privileges haptic space that slips into our mental 

framework and brings us a direct experience of time both through memory and the body. 

 

Multi-sensorial Versus Archaeological Images: Two Case Studies 

As I have explained, the central concept in this thesis is the image. In the previous part, through a 

brief comparison between the physical work of architecture and the representational image of 

architecture in Tarkovsky’s films, I differentiated the optical image from the haptic image. The 

main goal was to show that while optical images rely on the power of the eye to impart objects and 

spatial orders, the haptic image appeals to the proximal senses to trigger an experience of time. Due 

to the differences in architecture and cinema as media, this part draws on the two examples of the 
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same substance—both pictorial architecture—to justify that regardless of the two-dimensionality of 

cinematic images, as compared to three-dimensionality of architecture, cinema succeeds in 

producing haptic spaces and that Tarkovsky uses these haptic spaces to produce a sense of time. 

 

The first precedent is the visionary, aerial series of etching, entitled Carceri (The Prison, 1745–

1760) by Italian artist Giovanni Battista Piranesi. The second precedent is the pictorial analysis 

of Acropolis of Athens by French architecture historian Auguste Choisy in Histoire de 

l’Architecture (The History of Architecture, 1889). The first is a model of haptic space that 

invites a look to move on the surface of the etching and pulls the viewer in close to discern the 

texture. Yet the latter is a model of optical space where the Greek temples are objects of a long-

distance vision that allows the viewer to move and to position themselves in order to distinguish 

forms—an objective and motivational movement through space to measure and configure the 

spatial properties. This comparison also permits a discussion about the hapticity of historical 

sites, ruins and nature as centrepieces of Tarkovsky’s films. I argue that these haptic spaces no 

longer rely on archaeology (what Marks might call official history) to materialise time but rather 

appeal to other haptic features to arouse a sense of time as a form of private memories. In the 

place that historical sites subscribe to an archaeological model of memory to bring the past into 

our optical sight, Tarkovsky’s films open up to the more personal memories and imaginations, 

which by hooking to our haptic vision evoke the intensity of embodied yet hidden experiences 

through our body. 

 

Giovanni Battista Piranesi, Carceri d’invenzione: A Notion of Embodied Movement 

Giovanni Battista Piranesi was an Italian archaeologist, architect and artist who in the middle of 

the eighteenth century (the era of Enlightenment) etched a series of plates that showed images 

of Roman ruins. These initial engravings and etchings have mostly been appreciated for the 

archival documentation of Roman architectural ruins (see figure 1) in an entirely realistic 
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manner (Huyssen 2006; Zucker 1961). However, in his series of etchings entitled Carceri 

(spanned Piranesi’s entire working life), Piranesi used visual tricks to achieve the spatio-

temporal mise-en-scène of those ruins. Andreas Huyssen (2006, p. 14), who acknowledges the 

detailed architectural analysis of the Carceri by Ulya Vogt-Göknil, writes that the Carceri ‘can 

be adequately understood only if [Piranesi’s] archive-driven etchings of Roman ruins are read 

together with the fantasy-driven spaces of [Piranesi’s] architecture of incarceration’. Given the 

fact that Piranesi’s etchings could be interpreted as much realistic in their presentation of 

Roman ruins as imagery in representation of incarceration, it should be noted that this part does 

not concern with the archaeological values of these etchings that inscribe the spectator in an 

experience of the mnemonic dimension of the images. Instead, it considers the free-floating and 

dynamic quality of spaces, drawn from a purely painterly viewpoint (see figure 2) in order to 

explore how the visual imagery of the Carceri may evoke a sense of time by inscribing to 

memories of the senses and beholding the eyes, which themselves can rely on kinaesthetic 

movement to evoke a sense of touch. Piranesi’s Carceri present complex interior spaces that 

include staircases, passageways and arcades that appear to be partly ruins and partly incomplete 

buildings (Huyssen 2006, p. 15). 

 

 

 

 

 

 

 

 

 

Figure 1 Giovanni Battista Piranesi: Hadrian’s Villa, Vedute di Roma, 1768. 
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Figure 2 Giovanni Battista Piranesi: Carceri d’invenzione, Plate XIV, 1760 (second edition). 

 

Unlike his engravings of Roman ruins that are taken over by nature, the Carceri is pure 

architectural spaces far from all nature. As Huyssen (2006) argues, the impression of 

imprisonment is exacerbated by opening up interior spaces toward infinity, which is in contrast 

with the absence of space (spatial constrictions) archetypal of any prison. This lack of spatial 

closure is intensified by, first, breaking with the laws of central perspective; second, by using 

non-Euclidean geometry; and finally, by including the possibility of outside space in inside 

hallways. In Giovanni Battista Piranesi’s “Carceri”, Ulya Vogt-Göknil (cited in Tafuri 1990) 

writes that, by not adhering to one perspectival viewpoint and adapting several vantage points, 

Piranesi caused the Euclidean space to collapse (see figure 3). This collapse of logical, tectonic 

and Euclidean space is in deep contrast with the works of Renaissance architects such as Alberti 

and Brunelleschi whose buildings ‘illuminate the foundations of bourgeois intellectual ethics’ 

(Tafuri 1990, p. 14) and the superiority of Cartesian vision as the main source of identifying 

space. Unlike what Marks (2000) calls optical visuality, which sees things from a safe distance 

as distinct forms, the proliferation of atectonically connected spaces in Piranesi’s Carceri 

demand haptic looking, which perceives texture as much as space imagined. 
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Figure 3 Giovanni Battista Piranesi: Carceri d’invenzione, Plate VII, 1950. 

 

Because of the illogical connections between spaces in the Carceri, every single etching 

demands a lingering and caressing look of the spectator. The closer the spectator looks, the 

more their vision is dynamised. This dynamicity is the result of the multi-sensorial nature of the 

images in the Carceri that, in their suspicion of representation, force the viewer to call upon 

their subjective resources. In other words, as Langer (1953, p. 72–73) explains a good art as the 

one that departs from ‘direct imitation’ and the one that falsifies vision so to produce linkage to 

what cannot be seen, so do the Carceri never use symbolic representation to illustrate 

architectural spaces of the prison the way they are in reality—rather, they are devoted to 

embodied and sensory representation. In other words, Piranesi never engraved the literal 

resemblances of the prisons but rather imagines them through different vantage points as the 

overgrown ruins and unfinished buildings. Moreover, Piranesi falsified vision in several ways, 
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some of which, according to the architectural analysis of Vogt-Göknil (1958, p. 28), include 

taking the depth away, by involving two-dimensional planes into three-dimensional spaces; and 

shrinking breadth, by using beams of light that instead of illuminating seem to produce 

suffocation and darkness (Huyssen 2006, p. 18). 

 

These visual tricks in the Carceri give way to tactile close-ups, such as when these non-visual 

inputs fasten the vision into the etching in the experience of movement. As mentioned, 

Berenson explained that painting is able to stimulate movement in the imagination. This early 

theory of tactility in visual art works together with Riegl’s discussion about the haptic quality of 

vision to often link the perception of the arts to the viewer’s kinaesthesia. This means that, 

while the image is static and two-dimensional, the viewer’s kinaesthetic sense produces a sense 

of mobility and three-dimensionality. This movement, of course, is not that of the body but the 

eyes that never come to rest. Here, the viewer no longer faces a limited space that can be 

observed from a fixed perspectival viewpoint and at a fixed distance. Instead, the proliferating 

labyrinth of halls and staircases pull the viewer into the image so they cannot distinguish infinite 

left and right, above and below and inside and outside. It also could be argued that the haptic 

looking inscribes the spectator in various experiences of time: the actual duration that the eyes 

take to perceive the image, as well as the sense of slowness that the spectator experiences 

through their body. This means that the haptic visuality not only happens in duration but also 

provokes a sense of sluggishness, especially when the eyes of the spectator are lured into the 

image in order to wander around the Carceri’s labyrinth to contemplate their spatial palimpsest 

and to imagine their unfinished buildings. For the latter form of an experience of time, as in the 

mimetic relationship, the spectator can no longer speak about objects depicted in the Carceri—

rather. the dynamic subjectivity between themself and the etching that slowly frees itself from 

the architectural elements and allows the viewer to perceive the texture of ruins.  
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Haptic images are, in fact, a subset of what Deleuze refers to as the optical image in his Cinema 

2. Deleuze’s optical image is so empty of information and unclichéd that the spectator brings 

their sources of imagination and memory to complete them. Similarly, in the Carceri, the 

absence of geometric space and linear time as well as the intermingling of different perspectival 

viewpoints produce a haptic image, which, not only needs time to be perceived but also 

embodies time as a form of embodied memory (of Roman ruins) and embodied movement 

(kinaesthetic movement). Before explaining Deleuze’s categories of images and their place in 

Marks’s theory of haptic visuality, I will compare the Carceri with another important visual 

representation of ruins: this time the ruins of Acropolis of Athens, by Choisy. This comparison 

helps to elucidate the distinction between haptic and optical visuality: the first of which 

associates with sensuous images on the surface19 and experiences of time through memory and 

kinaesthetic movement; and the latter that associates with optical images in deep space and the 

identification of space through vision alone and kinetic movement. 

 

Auguste Choisy’s Anatomy of Acropolis of Athens 

Unlike Piranesi who engraved the Carceri with an attempt to underline the role of imagination 

and fantasy, Choisy analysed the Acropolis of Athens with an attempt to highlight the 

importance of the spectator’s conscious of spatial positioning (proprioception). In Histoire de 

l’Architecture (1889), Choisy provided a montage sequence for architectural arrangements of 

Acropolis’s temples as if we physically walked among the buildings. This means that, unlike 

Piranesi’s architectural spaces, Choisy’s pictorial analysis of Greek temples is no longer 

concerned with the perception of movement in visuality (kinaesthesia) but with the depiction of 

the real movement of the body through space. The main point that Choisy sought to make is that 

 

19 As Marks (2000, p. 164) would say, ‘Touch is a sense located on the surface of the body’. 
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the Acropolis has its full visual multi-dimensionality, meaning that each temple can be 

perceived differently from different vantage points along a designed path (see figure 4). 

 

 

 

 

 

 

 

 

 

Figure 4 Left: Two ways of approaching the Acropolis of Athens (Point A and Point B). Right: Entrance 

from Point B, From the original French Sources Histoire de l’Architecture (1899, p. 412, p. 415). 

 

Instead of haptic perceptions, Choisy’s examination is more concerned with visual and 

perspectival impressions of the buildings. For example, he explained that because the cliff of 

Acropolis has an uneven surface, instead of placing the great temple (the Parthenon) opposite to 

the main entrance, Greeks placed it on the highest point of the cliff, which faces the city. Thus, 

the Parthenon, as Choisy (1899, p. 117) suggested, faces the spectator ‘obliquely’: 

The ancients generally preferred oblique views: they are more picturesque, 

whereas a frontal view of the façade is more majestic. Each of them is allotted a 

specific role. An oblique view is the general rule, while a view en face is a 

calculated exception. 

According to Choisy, every single sight of the Acropolis’s temples is in accordance with 

oblique perspective excluding the two exceptions—‘the central body of the Propylaeum’ and 

‘the pronaos of the Parthenon’—which are presented en face with their effects explicitly 
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calculated (see figure 5). With this approach to the laws of perspective in Greek temples, Choisy 

carefully offered a reading of buildings that he absorbed sequentially with his sense of visuality. 

Drawing on Riegl’s understanding of optical spaces, Choisy’s pictorial examination of 

Acropolis demonstrates how the perception of temples depends on a safe distance and a degree 

of separation between the spectator and the objects observed. This includes even the views en 

face that, while being on the surface, do not invite haptic looking to perceive texture but rather 

an optical looking to configure structure. Moreover, as Marks explains that optical looking 

‘assumes that all the resources the viewer requires are available in the image’, so does Choisy 

reveal how the Acropolis includes all visual information that, unlike tactile visuality, depends 

on optical visuality and proprioceptive awareness of the physicality of the buildings. 

 

 

 

 

 

 

 

 

Figure 5 Left: The Propylaeum. Right: The views of the Parthenon facing the city. 

 

Considering the experience of time, the Acropolis is more involved with movements from one 

point to another, which according to Russian filmmaker Sergei Eisenstein (1989, p. 121) is 

‘entirely in step with the rhythm of the building itself: the distance from point to point is long, 

and the time taken to move from one to the other is of a length in keeping with solemnity’. This 

objective movement taken by a beholder in space resembles the physical act of moving through 

space and that through the way it corresponds to action-reaction circuits captures Deleuze’s 

movement-image cinema. Deleuze’s movement-image cinema, in which shot follows shot 
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causally, demonstrates the necessities of action, which means that for the body to experience the 

image, the spectator needs to follow a designed narrative (or storyboarding) from one image to 

another. In time-image cinema, by contrast, time is freed from its causal relations and can be 

experienced by drawing on embodied knowledge, mimetic relationship or what Marks called 

haptic visuality. Although, according to Ross (2006, p. 21), the question between physics or 

aesthetics of time remains unresolved to this day, we are still aware that there is a distinction 

between the time that can be experienced and the time that can be measured. The two examples 

of the Carceri and the pictorial analysis of Acropolis demonstrate how, in contrast to optical 

vision that emphasises visual impressions and objective measures of time, haptic vision allows 

sensory engagements and experiences of time as a form of subjectivity or a prolonged duration 

that appeals to the body as a whole. 

 

Deleuze’s Conceptualisation of Time-Image  

As part of its exploration of haptic visuality, this chapter has argued that there is no experience 

of space without an experience of time. Either objective (clock time or kinetic) or subjective 

(phenomenological time or kinaesthetic), time takes part and informs our knowledge of space. 

And a central contention is that where architecture often fails to do so, cinema offers potential in 

fostering the experience of time. This potential is particularly evident in the works of post-war 

art film auteurs who, by questioning the limits of visuality, incorporate knowledge of time in 

their films (for example, the films of Robert Bresson, Carl Theodor Dreyer, Michelangelo 

Antonioni or Pier Paolo Pasolini). The focus of these films, and those of Tarkovsky’s, is to 

show that time governs the viewer’s experience and perception wherein embodied memories 

play a greater part than the representational aspects. Against this backdrop, this section presents 

how Deleuze, by looking at these films, conceptualises his cinematic notion of time-image as an 

image of time in which both the past and the present co-exist in one another and are to be found 

simultaneously. However, because Deleuze’s time-image cinema is not a film theory—and, 
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thus, does not offer a theory of film spectatorship—I only rely on this concept through the way 

it informs the theory of haptic visuality or the participatory notion of film spectatorship. 

Marks’s exploration branches from Deleuze to phenomenology and, in turn, to a model of film 

spectatorship based on the sense of touch that allows me to understand how cinema is multi-

sensory and how sense memories are embodied., As a consequence of this embodiment, we 

could experience time as a form of Bergsonean duration or the past that co-exists with the 

present. 

 

Deleuze’s two cinema books, Cinema 1: The Movement-Image and Cinema 2: The Time-Image, 

originally draw on Bergson’s theory of matter and memory to show that certain kinds of images 

have the power to revive a direct sense of time. While the first volume (the movement-image) 

deals with the various images in classical cinema, the second volume (the time-image) deals 

with modern cinema. The point of transition between the movement-image and the time-image 

cinema is the crisis of the broken unity between the situation and the action. This means that in 

movement-image cinema, the narrative and the time of the film unfold relative to the movement 

and action of characters. In the time-image cinema, however, the link between time and the 

movement of characters is broken. This breakage of the sensory-motor circuit is the result of 

what Deleuze calls any-space-whatever that came to proliferate after the Second World War. As 

I explained earlier in this thesis, in Cinema 2, Deleuze (2013, p. xi) attributes any-spaces-

whatever to the post-war European cities in the course of ‘demolition and reconstruction’. This 

new form of reality requires other aesthetic criteria, some of which Deleuze (2013, p.1) 

identifies as being ‘dispersive, elliptical, errant or wavering, working in blocs, with deliberately 

weak connections and floating events’. 

 

As Deleuze observes, these loose connections and hovering events not only characterised 

modern cinema but also were conditions of the Second World War spaces wherein bombed, 

disused and inhabited places no longer allowed their inhabitants to see the objective elements of 
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reality in order to act accordingly. I argue that the any-spaces-whatever are not simply the 

spaces upon which modern cinema emerges but also the spaces that Lynch’s notion of mental 

imagination might be enacted. In this case, the ‘kind of mutant’ observer, to which Deleuze 

refers, could describe the very real conditions of post-war urban spaces in which, instead of the 

hurried actions of inhabitants, their imaginations are called forth to raise a bodily empathy with 

the ruins of built environment. By the same token, ‘cities in the course of demolition and 

reconstruction’ give this thesis argument a new vantage point: that is to argue that if we no 

longer were able to rely on spatial orders to make sense of space (because, for instance, some 

spaces are erased or damaged in the bombed cities), then what does assist us to make sense of 

that space regardless? In this situation, I argue that we rely on our memories of the senses and 

previous experiences, both of which constitute our knowledge of time, rather than space. This is 

particularly important if we recall that our architecture today, by over-emphasising the 

knowledge of space, tends to neglect the knowledge of time and embodied memories. In 

comparison, certain types of cinema, while being an entirely audio-visual medium, seek to 

evoke difficult-to-represent memories by appealing to the embodied mode of spectatorship. 

Moreover, in the place that architecture recognises only official traces of memories, materialised 

in historical sites or aged buildings, the cinema of Tarkovsky points beyond the limits of sight 

and deals with experiences of time, where temporal relies on a more personal and ordinary 

history that could become embodied in the body more intimately than visual traces of ages and 

use. 

 

In order to understand the limits of optical spaces and the importance of embodiment and sense 

perception in haptic architectural spaces, I return to the examples of the Carceri and the 

pictorial analysis of Acropolis. I use and expand Deleuze’s cinema philosophy to address 

specifically the temporal character of haptic spaces. As I mentioned, Deleuze (2013, p. 4) 

explains that in realism or movement-image cinema there is a motor extension (connection) 

between the reality of the setting and that of the action, whereas in time-image cinema there is 
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no connection, or rather ‘a dreamlike connection’ between the reality and the setting. Deleuze 

(2013, p. 4) argues that this dreamlike connection—and as I suggested in the case of the Carceri 

the state of wandering—liberates ‘sense organs’. In simple terms, in movement-image cinema, 

the character faces a situation and acts upon it, whereas in time-image cinema the character 

faces a situation, but, instead of action, they go into a reverie where principles of 

indeterminability and indiscernibility no longer allow them to realise the distinction between 

real or imaginary and physical or mental. Comparably, we could argue that in the pictorial 

analysis of Acropolis Choisy depicted situation-actions by focusing on the physical positioning 

of the bodies in each moment, whereas in the Carceri Piranesi depicted spaces that drift 

between the real and imaginary and imply a ‘dreamlike connection’ between spaces. In the first 

precedent—as Eisenstein, Bois and Glenny (1989) explained and I acknowledged—time 

follows its causal orders, as similar to the movement-image cinema, in which time follows its 

linear flow from the past to the present and to the future. In the second example, however, time 

appears as an abysmal state of the past and the present, as similar to the time-image cinema, in 

which time forks between the past (that is preserved) and the present (that passes). In Cinema 2, 

Deleuze (2013, p. 45) calls this splitting of time the virtual image, which corresponds to the past 

that is preserved and the actual image, which corresponds to the present that passes. Yet 

Deleuze (2013, p. 46), who draws on Bergson’s theory of duration as lived or subjective time 

(as opposed to measurable and objective time), never defines the actual and the virtual as two 

distinguished images but the two that ‘“run after each other”, refer to each other, reflect each 

other, without it being possible to say which is first’ (see figure 6). This durational quality of 

temporal passing is what Deleuze identifies as a direct time that can be felt rather than 

measured. Thus, a direct experience of time (or, in Bergsonean terms, duration) resides in the 

emancipation of senses that no longer adhere to the logic of action-reaction but are in direct 

relation with thoughts (Deleuze 2013, p. 17). 
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Figure 6 A visual depiction of the concept of time-image. 

 

Deleuze’s theory of time-image (also movement-image) suggests that cinema could run parallel 

with philosophy and Marks takes the concept to transplant a new way of thinking about cinema 

at large and intercultural films in particular. However, Marks’s haptic visuality by no means is a 

theory that reflects upon the temporal relationship between the viewer and the film. Yet it 

provides the most compelling framework to analyse (textually and contextually) 

representational images of architecture in Tarkovsky’s films that, by appealing to haptic 

qualities, open up the viewer’s emotion or feeling to the experience of time. I particularly 

engage with this theory through the way that it is based upon Deleuze’s categories of images to 

show that the cinematic encounter occurs not just merely between the spectator body (as 

subject) and the film’s body (as object) but the spectator’s sensorium and the film’s sensorium. 

On this basis, my goal here is not to develop a comprehensive line of connection between 

experiences of time available in films and their replica in architecture. What is at stake is to 

highlight the limits of architecture as a medium that, despite its three-dimensionality, often does 

not promise the existential body a corporeal plentitude and, instead, flattens the experience of 

time to the present. Yet Tarkovsky’s films, while wildly affirmed as a two-dimensional medium 

that furnishes kinetic images, bring forth an image of architecture that values the body as a 

source of not just individual but of cultural memory (time as history and time as 

phenomenology). The theory of representation of haptic visuality, which draws on the closure of 
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the eyes to the image to excavate memories of the senses, is allegorical of the human body 

itself. Thus, I will analyse any textural, formal and technical attempts to bring close the body to 

the representational image of architecture in Tarkovsky’s films, as a way to explore alternative 

forms of expression of temporality that reside in embodied movements and memories. 

 

Conclusion 

As I explained in the present chapter, the impulse to protect culturally and hard-to-present 

memories of people who live in-between cultures by intercultural filmmakers led Marks to 

formulate a theory of representation that, instead of vision, draws on tactile epistemology as a 

primary model of gaining knowledge. By drawing on the primary sources from which Marks 

derives her theory, including Riegl’s and Deleuze and Guattari’s studies of haptic and optical 

image/space, this chapter addressed how the notion of embodied spectatorship or bodily 

identification with the image might impact our perceptions. In summary, as this chapter 

clarified, the focus of the theory of haptic visuality was to argue that sight can be tactile, as if 

‘touching a film with one’s eyes’ (Marks 2000, p. xi). To unfold how the eye might function 

like the sense of touch, I explained some of the features found in Tarkovsky’s films and the 

director techniques to texturise the scenery, landscapes and buildings. As I have discussed, 

some of the textual qualities were the use of erosion; the use of off-screen sounds; the 

compression of space into two-dimensional paintings; the dissolution of the edges of figures and 

landscape to fog, water, darkness and light; and finally the use of objects and still life. I have 

explained that these textual qualities arouse a sense of time through the use of cinematic 

techniques such as long takes and slow-moving and anthropomorphised camera. Given that 

Tarkovsky’s use of slow-moving camera overtly reveals the distinction between the physical act 

of moving and the experiential sense of movement, I further explained two types of movements: 

kinetic and kinaesthetic, the first of which reveals the mechanical aspects of movement and the 

second which shows the imaginative and intuitive qualities of movement. As this chapter 
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suggested, architecture conceived by Tarkovsky opens up to a kinaesthesis by drawing on haptic 

qualities. These haptic spaces condense time as a form of embodied memory and slow 

movement within themselves, and, in excavating the architectural imagery, we expand outward 

in time. Therefore, in these temporally weighted haptic spaces, a haptic visuality is an 

alternative model of vision that permits the viewer to draw on their subjective resources to 

experience time, rather than to distinguish space. 

 

Although the central notion in this chapter was the image, given the difference between 

architecture and cinema as two expressive media that can be discussed in terms of the visual— 

also in terms of how they engage perception—I drew on two precedents of the same substance. 

These were the Carceri, as a model of haptic space, and the pictorial analysis of Acropolis of 

Athens, as a model of optical space. This comparative analysis followed two aims: first, to 

examine the distinction between haptic and optical space; and second, to demonstrate how ruins 

and historical sites do not just fulfil our sense of time as history but rather permit an experience 

of time through more general memories. Here, again by drawing on the theory of haptic 

visuality, I differentiated the kinetic movement from the kinaesthetic movement in order to 

emphasise the distinction between time that can be measured and time that can be felt. Given 

the thesis emphasises the significance of the felt, subjective or existential time as core to the 

individual experience, the final part of this chapter reflected on Deleuze’s cinematic notion of 

time-image as an image of time in which both the past and the present are co-perceived. 

However, because Deleuze’s cinema theories by no means offer a theory of spectatorship—thus, 

have no lineage in phenomenology—I will explain in the next chapter how Deleuze’s time-

image cinema might inform haptic visuality as a legitimate theory of representation. The 

research problem I seek to address is that haptic visuality is more concerned with the spatial 

relationship between the spectator and the represented image. Therefore, core to the discussion 

of the next chapter is to examine how haptic vision might be deployed to explore the temporal 

relationship between the spectator and the represented image. 
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CHAPTER 3.  

AN EXPERIENCE OF TIME THROUGH A HAPTIC VISION 

 

Introduction 

In the previous chapter, I explained that the theory of haptic visuality is a theory of embodied 

spectatorship that explores the role of an enduring vision in the evocation of proximal senses 

when seeing an object. In this chapter, I argue that the durable involvement of the eye in the act 

of seeing is a temporal perception in itself. The temporal perception, as a production of the 

haptic vision, might be evoked in two forms: first, as a form of extended time that the eyes 

expend to make the body familiar with space; and second, as a form of embodied memory that 

the vision calls up so that the viewer experiences the past and the present simultaneously. Once 

more, it should be noted that, although this thesis focuses on the theory of haptic visuality to 

investigate how Tarkovsky’s films shape our experience of the temporal in built environments, 

the focus of the theory is on a spatial relationship between the spectator and the film (a theory of 

embodied spectatorship). Therefore, in order to explore how this theory could inform the 

aforementioned temporal relationships between the spectator and cinematic images, this chapter 

draws on Deleuze’s categories of images in time-image cinema and the way their temporal 

implications inform Marks’s theory of haptic visuality. Central to this exploration is the 

discourse of embodied memory, which Marks (2000, p. 48) considers to suggest a discussion of 

the multi-sensory quality of cinema and, thus, ‘a participatory notion of spectatorship’. As this 

chapter explains, the discourse of embodied memory has its basis in Bergson’s (2005, p. 98) 

two types of memories (recognitions),  which Deleuze uses to distinguish the experience of 

indirect (linear) time and direct (lived) time in movement-image and time-image cinema 
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respectively.20 By reflecting on these two forms of recognition, this chapter aims to suggest that 

by putting our senses in an extended and slower duration, the haptic image unhinges the linear 

logic of past and present (or habitual memories) and allows an experience of time where past 

(the embodied memory) coexists with the present (the representational memory). This 

experience of time, of course, could be gained if only the haptic image involves a thick and 

continuing visuality that produces sense experiences within the body or what Marks 

intelligently outlines as the theory of haptic visuality. 

 

Attentive Recognition: A Temporal Effort  

As mentioned in the previous chapter, Tarkovsky often uses textual qualities to produce haptic 

images, which require more effort on the part of the viewer to be comprehended. In addition to 

his interests in the aesthetic of shots and creation of haptic spaces, Tarkovsky is also interested 

in the questions of time, memory and history, which are integral themes to his theory and 

practice. While the aesthetical exploration of his film points to how the eyes might function like 

the sense of touch, the thematic excavation of his films will serve the main aim of this thesis 

which is to show how cinema could offer a tactile experience of time. 

 

The central features of Tarkovsky’s works are memories of home and questions of nationhood 

and identity. These features are the working principles upon which Tarkovsky develops an 

artistic reconstruction of the past. Memories of home and questions of Russian nationhood and 

identity afford a frame of discussion about the temporality of architecture and built 

environments. Central to this discussion is the way Tarkovsky has conceived architecture and 

built environments as places that evoke private and cultural memories. To understand how these 

 

20 Bergson (2005, p. 98) uses the terms ‘automatic recognition’ or ‘the recognition by inattention’ and 

‘attentive recognition’. 
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constructions of memories are comprehended on the part of the viewer of his films, I reflect on 

the term ‘attentive recognition’. In Matter and Memory, Bergson (2005, p. 99) argues that we 

perceive an image not just based on a purely cognitive act— rather, recognition and attention 

come into play. In this perspective, this part seeks to explain, first, the role attentive recognition 

plays in the haptic visuality and second, to explore its temporal implication. Through this 

investigation, this part aims to demonstrate that if through attentive recognition the viewer could 

participate in the creation of the built environment on the film screen, then their experiences of 

time could be as legitimate as the temporal experiences in the physical built environment. 

 

In the previous chapter, I discussed that while Deleuze’s movement-image cinema drew on the 

linear order of events joined by cause and effect in the classical films, his time-image cinema 

dealt with ‘the paradoxical characteristics of a non-chronological time: the pre-existence of a 

past in general’ in modern films (Deleuze 2013, p. 99). In his third commentary on Bergson, 

Deleuze (2013, p. 44–45), in Cinema 2, suggests parallels between ‘habitual recognition’ and 

sensory-motor scheme in movement-image cinema, and ‘attentive recognition’ and a non-

chronological time in time-image cinema. In simple terms, where recognition is habitual, the 

perception extends itself into a horizontal movement from one object to another one (Deleuze 

2013, p. 44). Yet in attentive recognition, the perception cannot extend into movement but 

rather enters into relations with different planes of memory or the images of the past. Deleuze 

(2013, p. 44) indicates: 

Here, I abandon the extending of my perception, I cannot extend it. My 

movements — which are more subtle and of another kind — revert to the 

object, return to the object, so as to emphasize certain contours and take ‘a few 

characteristic features’ from it. And we begin all over again when we want to 

identify different features and contours, but each time we have to start from 

scratch. 
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As Deleuze describes above, through the attentive process of recognition, we constantly return 

to the external object and focus on ‘a few characteristic features’ to perceive and ‘identify’ 

different contours or features according to our higher expansion of memories. For example, 

Deleuze (2013) explains how the character in Roberto Rossellini’s Europe 51 (1952) sees some 

features of the factory and thinks that she sees convicts. Such recognition is not a simple 

recollection: ‘the factory does not remind her of a prison, the heroine calls up a mental vision, 

almost an hallucination’ (Deleuze 2013, p. 46). In Solaris, the broad range of images and items 

conjured by the sentient ocean of Solaris during the protagonist’s dream sequence is an example 

of when the character focuses on ‘a few characteristic features’ and summons a memory of the 

past. In the case of Solaris’s character, this past is often associated with a memory of home. He 

sees water of the ocean, so he remembers the pond near his father’s home; he sees a candle, 

book and framed picture of his dead wife, so he remembers his past life. That said, these 

meories are not a simple recognition but rather embodied memories that are given a physical 

body—we see the house, we see the wife. 

 

For Tarkovsky, this enduring process of attention, as Schrader (2018, p. 21) argues, is a style of 

slowing the film down ‘to explore memory, to beget contemplation’. In his exploration, home 

and the memory of homecoming are central themes. Tarkovsky’s focus on the theme of home 

appears to capture the disjunction between the notion of house and home, which according to 

Pallasmaa (2001, p. 91) is also a central concern for architects. In architectural studies, while the 

notions of ‘house’ tend to speak about physical materials and spatial ordering of a house, the 

notions of home are necessarily grounded in remembrance. In this architectural view of a house 

and a home, we could argue that while the first concerns the spatial ordering, the second 

includes a temporal meaning. With this in mind, the process of attention, permitted by the slow 

camera of Tarkovsky, provides an uninterrupted duration of time wherein we are able to 

contemplate the intended temporal meaning of home and the possibility of a homecoming. 

Tarkovsky also highlights the dialectics between notions of home and remembrance—through 
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the process of attention—through his emotionally and psychologically loaded narrative. By not 

pinning down and determining the narrative, the director represents a cluster of haptic images 

that, in their capacity to integrate past memories with present places, makes the space strange 

and opens the narrative to interpretation—what Mark Betz (2009, p. 12) sums up as an ‘open 

textual quality of art films … as something to be read’. 

 

In other words, the associative fields of narrative tend to call up attentive recognition, the 

process of which the characters rely on to summon the virtual images that ‘a few characteristic 

features’ of an object bring to memory. If the character of the film focuses on different 

characteristic features of the same object, different virtual images are brought into memory. 

Thus, the progress of attention, Deleuze (2013, p. 46) argues, ‘results in creating anew, not only 

the object perceived but also the ever-widening [circuits of memories and mental images] with 

which it may be bound up’. Deleuze usefully identifies the role that mental or virtual images 

play in the character’s perception of an object in the film. However, he does not explain how the 

attentive act of looking at the object on the screen might impact the perception of the viewer of 

the film. Yet Marks (2000, p. 48) draws on Deleuze’s cinema philosophy to explain attentive 

recognition as ‘a participatory notion of spectatorship’. This means that instead of the character 

of the film, we (the viewers) see the object on screen, recall virtual images it brings to mind and 

compare these mental images; that is to say that ‘this viewing process reactivates a viewer’s 

complex of memory-images at the same time that it creates the object for perception’ (Mark 

2000, p. 147). 

 

In her analysis of intercultural films and videos, Marks (2000) describes the term ‘attentive 

recognition’ to explain films that are unable to tell stories through official records of history 

and, thus, refer to memories—of objects, bodies and the senses. These films, as Marks (2000, p. 

48) argues, allow a viewer to ‘to draw upon her own reserves of memory as she participates in 

the creation of the object on screen’. Therefore, in the act of attentive recognition, personal 
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memories appear as important as official histories—if not more. The problem with official 

histories, Marks (2000, p. 48) says, is that they ‘make up the regime of the cliché’, which blocks 

access to attentive perception and imposes certain ‘economic interests, ideological beliefs and 

psychological demands’. In Cinema 2, Deleuze (2013, p. 20) explains that we normally perceive 

only clichés; however, when the sensory-motor jams and the cliché breaks, a different type of 

image appears: a pure optical image (Marks’s haptic image is a subset for Deleuze’s optical 

image). This optical image brings out the thing in itself, ‘in its excess of horror or beauty, in its 

radical or unjustifiable character, because it no longer has to be “justified” for better or for 

worse’ (Deleuze 2013, p. 20). For example, in Europe 51, the character no longer sees the 

factory as a place for people to work but a prison for convicts (Deleuze 2013). Similarly, in 

Solaris, the character no longer sees the space station as a futuristic built environment for 

future-related discoveries but a place for remembering the past or a perceptual discovery of 

‘home’. This transformation of temporal experiences of space as a result of non-linear, 

unconventional and non-progressive narrative can likewise be understood in terms of Marks’s 

reflection on attentive recognition where instead of the linear regime of historicity, one’s 

perception follows the non-linear strata of private memories. An example of this attentive 

recognition and the temporal experience of space may be found in Tarkovsky’s film of 1979, 

Stalker. In what follows, I examine the scene when the scientist and the writer, led by the guide 

called the Stalker, visit the post-apocalyptic, forbidden wasteland called ‘the Zone’. This 

examination helps this thesis to unfold how the attentive process of looking at haptic images 

animates temporal experiences as if we (the viewer of the film) are physically experiencing the 

space of the film through our body. 

 

Filled with amnesia, hallucination and madness, the Zone is a place where physical rules are 

disregarded yet wishes are granted. It is a ruin—a wasteland with the leftovers of past time. 

When the three men enter the Zone, the viewer comprehension of the two aspects of time tends 

to become fractured. The present that passes, which is the post-apocalyptic and obliterated 
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architecture of the Zone, becomes the institutionalised representation of the moment. Yet the 

past that is preserved, which is the registers of the personal and collective memory of the Zone, 

allows the viewer to call up a mental vision. In the process of attentive recognition, the Zone 

provokes an imaginative reconstruction of the past and the present. In this simultaneous act of 

perceiving, perception occurs not simply ‘in a phenomenological present’, to evoke the phrase 

of Marks (2000, p. 147), but rather in an engagement with the individual memory of the 

character: 

Stalker (scream): The Zone – it’s ... a very complicated system ... of traps, let’s 

call it, and all of them are deadly. I do not know what happens here when 

humans are away, but if only people appear here, everything starts moving. 

Previous traps disappear, the new ones emerge. The safe places become 

impassable and the way one moment is simple and easy, the other – turns to be 

insuperably complicated. This is the Zone. It may even seem that it is 

capricious, but in every moment, it is such as we made it ourselves ... with our 

inner state (extract from the English subtitle, Stalker, 1979). 

This viewing process, which draws on the registers of personal and the intertextual, reactivates 

the viewer’s complex mental images. The Zone is ‘a very complicated system of traps’: it 

represents the material of physical reality such as weight, form and stability and yet, at the same 

time, this representation induces weightlessness, formlessness, instability and uncertainty. What 

we see as the Zone is not an optically defined space but the transformation of one haptic space 

to another. Moreover, our perception of the Zone takes place in an engagement with the 

character’s memory of it, although he is unable to recall it: ‘I do not know what happens here 

when humans are away, but if only people appear here, everything starts moving’. In this sense, 

the virtual image tends to compete with the recollection-image—the mental image of the Zone 

that the viewer calls up through attentive recognition is not captured in the image of the film or 
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the character’s monologue, yet its power is such that it comes to stand in for our imagination of 

the Zone as a place that we made ‘with our inner state’. 

 

The above analysis reminds us of the argument that I posed at the end of the previous chapter: 

when the visual (and auditory) registers are absent, information is revealed based on the 

knowledge that has been sorted in the memory, kinaesthetics and imagination—hence, lived or 

durational being. This argument emphasises once again the importance of haptic visuality as the 

theory that, rather than a model of vision, relies on the physical contact with the surface plane of 

the haptic or multi-sensory image. According to Marks (2000, p. 163), ‘The haptic image, like 

other sensuous images, can also be understood as a particular kind of affection-image that lends 

itself to the time-image cinema’. It should be noted that Deleuze (1997, p. 65) initially 

explained affection-image in the domain of movement-image cinema, indicating that: 

Affection is what occupies the interval, what occupies it without filling it in or 

filling it up. It surges in the centre of indetermination, that is to say in the 

subject, between a perception which is troubling in certain respects and a 

hesitant action. 

For Deleuze, this image is a kind of motor tendency that intermediates between the perceived 

image and the impending action. Because this image still has not extended to any action, Marks 

(2000, p. 163) argues that this image is better to be read in the domain of time-image cinema 

and as a sensuous image (haptic image) that forces ‘a visceral and emotional contemplation in 

those any-spaces-whatever divorced from action’. By not adhering to sensory-motor extension, 

then this affection-image is able to bring what Deleuze identifies as the direct image of time and 

what Marks develops as a direct experience of time through the senses. 

 

In effect, through the way that Tarkovsky pairs the script with the image and the texture with 

the memory in the scene of the Zone, he proliferates a sense of time. This means that the 
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divergence of the pastness of the forgotten area together with the presentness of the obliterated 

space creates what Deleuze calls any-space-whatever, where instead of following the horizontal 

movement into the action, the viewer slips into a reverie whose temporality is bound up with 

different planes of memory. Facing the environment where the laws of space are shattered, the 

viewer no longer questions which image is ‘real’ or ‘rational’ but which has a more tenacious, 

close-to-skin representation. To put it simply, through the process of attentive recognition or, 

more closely, through the act of haptic looking, the representational structure of the Zone keeps 

the eye close to the fabric of the image. In so doing, it allows the viewer to draw on their 

subjective resources to dig between different strata of time—be it official patinas of ageing as 

represented on screen or the private memories as narrated by the characters—to make sense of 

the space in front of them. The perception of the Zone is the resultant of the corporation 

between the represented or external images, the privileged images inside my body and the 

changes brought by my body in the surrounding images—the process which alludes to 

Bergson’s (2005, p. 19) philosophy of perception. In this view, we can also argue that 

perception is necessarily embodied and contingent; it is embodied because the external image 

causes the afferent nerves a disturbance, and it is contingent because the body chooses between 

different parts of the external images and its private sources of memories in order to perceive 

the image on its personalised/individual way. The image of the Zone is not a neutral reflection 

of the real, but a representation or an external image that, because of its absurdity, demands a 

continuing, thick and haptic look so we (the viewers) could realise which parts of the available 

images resonate with what parts of our memories. Moreover, in the process of haptic looking 

the viewer not only experiences the damp and peeling texture of the Zone (as if they have 

physical contact with space) but also experiences a slower duration of time through the body (as 

if they attempt to ease their way through an unknown and complex space). 

 

 

 



127 

 

History Versus Memory: Two Approaches to Time 

As explored in the previous chapter, ruins could be perceived either as built forms that reference 

the linear unfolding of history or as environments that evoke feelings, imagination and private 

memories—or both. The first form of perception highlights the objective account of time or a 

sense of historicity, whereas the later form of perception underlines the subjective and 

phenomenological account of time associated with memory and imagination. Considering these 

views of time, in this part I further examine the distinction between history and memory. Next, I 

seek to discover how modern post-war cinema, particularly the cinema of Tarkovsky, places 

more emphasis on the process of private memories as an aesthetic by which the subjective 

registers and personal remembrances are prioritised over the objective records of historical 

events. The main goal is to clarify how the temporal experience through historical 

representations tends to lend itself to optical visuality and common sense, whereas the temporal 

experience as a form of embodied memory refers to haptic visuality and the experiential 

experiences. In this respect, the multi-sensorial relation of the body with architectural imagery 

of Tarkovsky’s films could further our understanding of subjective time, which appears to 

capture Bergson’s concept of durée: the non-linear modelling of memory as temporal 

experience, where the past memories co-exist with the present memories and can be experienced 

intuitively. 

 

Among Tarkovsky’s seven feature films, the status and function of memory tend to move within 

the registries of official history in Andrei Rublev (1966) and Mirror (1974)—a historical 

character from the fifth century in Rublev and Mirror’s autobiographical narrative that refers to 

a period between the mid-1930s until the Second World War. Yet his other films such as Ivan’s 

Childhood (1962), Solaris (1972), Stalker (1979), Nostalgia (1982) and Sacrifice (1985) are 

more inclined toward the registers of the personal memories. According to Ravi Vasudevan 

(1994, p. 163), ‘memory in these films not of the historically dense weave that is wrought in 

Rublyov and Mirror’. As mentioned in the previous chapter, Marks uses the terms ‘official 
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histories’ versus ‘private memories’ to distinguish history that can be represented through the 

audio-visual registers and memories that are encoded in non-audiovisual registers of smell, taste 

and touch. As she explains, to overcome the erasures, silences and lies of audio-visual record of 

official histories, intercultural films and videos dismantle these official records to reconcile their 

histories, often through ‘fiction, myth, or ritual’ (Marks 2000, p. 24–25). In so doing, the 

filmmakers of this genre of cinema rarefy and abstract the regime of cliché in the image by 

removing a clear plotline and emptying the image from information and filling it with colour, 

sound or grainy images. Although this thesis does not intend to reflect on the discrepancy 

between the dominant history and private memories of minority filmmakers, it draws on the 

theoretical distinction between history and memory to explore techniques with which Tarkovsky 

represents private memories in the built environment of his films. 

 

According to Marks (2000, p. 111), because private memories might not register in the orders of 

seeable and sayable, they ‘may resonate in the order of the sensible’. Yet because cinema is an 

audiovisual medium, the intercultural filmmakers use textual and contextual qualities to evoke 

the sense experiences in their viewers. Often these qualities are being grainy, blurry, 

underexposed and snowy on the one hand, and hooked on the divorce of the visual from the 

verbal record on the other, with ‘image and soundtracks that do not correspond to each other’ 

(Marks 2000, p. 30). Yet these cinematic techniques to produce haptic or sensuous images are 

slightly different from Tarkovsky’s methods and techniques of producing haptic images. As I 

have noted in the previous chapter, Tarkovsky avoids obscuring cinematic images, either 

through manipulating the physical surface or through dismantling the verbal and visual order. In 

Sculpting in Time, Tarkovsky (1989, p. 69) overtly argues that ‘a true chronicle, cannot be made 

by shooting by hand, with a wobbling camera, even making blurred shots or by any other 

gimmicks of that kind’. In other words, to produce a haptic image, Tarkovsky does not cloud the 

surface of the image, nor does he use a wobbling camera to obscure vision. Instead, Tarkovsky 

produces haptic images via the representation of built environments through water, rain and 
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fire—elements that often strengthen the sense of touch. These images are often dynamised 

through the use of diegetic and non-diegetic sounds that put the viewer in the mind of the 

character. These tactile and sensory images are often showed in a slow duration of time through 

which Tarkovsky builds pressure before cutting. In this way, we could argue that instead of 

blurry images that in their lack of correspondence to the soundtrack might evoke memories 

(Marks’s categories of haptic images), Tarkovsky achieves tactile temporal effects through clear 

images and subtly designed mise-en-scène, as well as through framing and duration. 

 

According to Barker (2009, p. 12), Tarkovsky’s films communicate by means of images and 

feelings as a contact that takes place between the viewer and the body of the film. This means 

that Tarkovsky’s films tend to engage with the individual mind through their subtlety of mise-

en-scène that is not compromised with the kineticism of the camera movement. Donato Totaro 

(2013, para. 4) writes that Tarkovsky often keeps the camera movement ‘at the service of the 

dynamics happening within the frame, the character blocking, lighting, movement, and passage 

of time’. In brief, Tarkovsky uses non-blurred and clear, yet highly texturised images, as well as 

the camera movement that creates a sense of the stream of consciousness. He also employs the 

subtle mise-en-scène—which, architecturally speaking, is the theatrical ‘built’ part of the 

image—that keeps pace with the camera movement. In this view of his cinema, Tarkovsky’s 

films provide a frame of discussion about certain issues with the image-based contemporary 

architecture that, in its clarity of signs and images, tends to engage with visual and spatial 

effects and lacks the spectrum of experiential and temporal experiences. Conversely, the 

representational image of architecture in Tarkovsky’s films pulls us into temporal participation, 

rendering an aesthetic of the re-ordered time, where the past, as memory, continually flows 

through the present. For example, in the last scene of Nostalgia, Tarkovsky places the 

character’s house in Russia as a miniature landscape within the ruins of an Italian cathedral. 

This unexpected composition of private memory of the Russian home and the historical site of 

the Italian cathedral avoids a distanced view and pulls the viewer close to activate the process of 
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imagination. In so doing, the terms of the crisis in this scene are more existential—the 

vulnerability of the character who sits immobile against these two strange landscapes and stares 

into the camera as if he is purposelessly daydreaming. 

 

As for time, Deleuze (2013, p. 43) argues that Tarkovsky succeeds in fixing time in its 

‘signaletic materials’, such as memory, memorabilia and dream, perceptible by the senses. To 

fix time in its indices, or signs, Tarkovsky places a greater emphasis on the role of the past in 

general and memory in particular. His films have a heavy implication of Bergson’s notion of 

recollection. As Bergson’s recollection image breaks loss from the present, so Tarkovsky’s 

images drift away from the irreversible time of the present. Tarkovsky (1989, p. 58–59) 

indicates that, for each of us, the past is the bearer of what is happening in the reality of the 

present: 

In a certain sense the past is far more real, or at any rate more stable, more 

resilient than the present. The present slips and vanishes like sand between the 

fingers, acquiring material weight only in its recollection. 

As evident from the above statement, Tarkovsky places a greater emphasis on the past that is 

preserved or what Deleuze calls the virtual-image. He argues that the past is ‘more stable’ 

because the present is volatile and ‘vanishes like sand between the fingers’. For the present to 

acquire ‘material weight’, Tarkovsky draws on various methods to represent the recollection (or 

embodied past) within the otherwise entirely audio-visual medium of cinema. Central to a 

number of methods that Tarkovsky employs (some of which I have already explained above) is 

the rusticated texture of the represented built environment. He expresses interests in the 

Japanese concept of Saba, which means the natural rustiness that could be found in the 

darkened tone of an old tree, the ruggedness of a stone or even scruffy look of a picture 

(Tarkovsky 1989, p. 59). As I mentioned in Chapter 1, the phenomenological theorists, such as 

Pallasmaa, Harries and Holl, also argued that historical buildings hold a memory of the past and 
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heighten our sense of time, especially through signs and traces of wear. In a similar manner, yet 

through his cinematic images, Tarkovsky draws on natural rustiness to materialise aesthetic 

texture, memory and emotional atmosphere on screen. However, the director does not intend to 

document the history but rather to evoke a subjective sense of historical, wherein the temporal 

perception is influenced by a degree of remembrance that the viewer could experience through 

the slow and probing camera movements. 

 

Indeed, Tarkovsky (1989, p. 78) indicates that in order to achieve a ‘physiological truth’, or 

deeper strata of reality, we have to stay away from ‘the truth of archaeology and ethnography’. 

In this view, Tarkovsky openly alludes to the distinction between history as a process that 

associates with archaeology or ethnography and memory as a concept that relates to the 

individual mind. This distinction between history and memory is best captured by Deleuze in 

Cinema 2. Deleuze (2013, p. 297), who refers to French novelist Charles Péguy, elaborates that 

‘History is essentially longitudinal, memory essentially vertical’. This means that while history, 

in essence, consists of chronological events, memory consists of a moment inside an event; 

Deleuze (2013, p. 297) writes that ‘Being inside the event, memory essentially and above all 

consists of not leaving it, staying in it and going back through it from within’. In arguing so, 

Deleuze demonstrates that history is the linear order of events that is materialised and can be 

observed by ‘the spatial vision’—the Greek notion of Chronos. Memory, however, does not 

progress in an orderly manner. Instead, memory appears as a spiralling process that requires ‘the 

temporal vision’ so we can experience time as a form of lived duration. 

 

Along the same line, Marks (2000, p. 48) explains with the optical visuality we are able to 

observe official records of history in films, whereas the haptic visuality provokes evocative 

contemplations whose temporality takes a spiral path in higher explanations of memory and on 

deeper strata of reality. There are analogous attempts in Tarkovsky’s films whose aim is to 

avoid a simple representation of history. For example, in a scene from Nostalgia, Tarkovsky 
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represents the celebrated architecture of Piazza del Campidoglio by Michelangelo. However, he 

neither provides information about the history of the site or its architectural value nor any 

knowledge of ethnography of people who move within it. The representational architecture of 

Piazza del Campidoglio is dematerialised from its cliché through the way Tarkovsky texturises 

the image through the fire, a darkened tone of colour and a scruffy look—as if the passage of 

time has rusticated the space of Piazza (see figures 7 and 8). 

 

 

 

 

 

 

 

 

Figure 7 The architecture of Piazza del Campidolio in reality (Ytcheng 2019). 

 

 

 

 

 

 

 

 

Figure 8 The representational architecture of Piazza del Campidolio in Tarkovsky's Nostalgia. 
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Certainly, all churches, cathedrals and arrays of similar buildings in Nostalgia tell a history of 

architecture; however, Tarkovsky’s use of mise-en-scène and his often tactile treatment of these 

historical sites through sound, colour, fire and water gives them a more subjectively involved 

sense of time. These sites no longer are indicative of ancient history; instead, their images 

appear to be the representation of the inner state of the characters. Sometimes bluish, other 

times brownish, while their green surroundings always seem in the rain (or fire, for instance, in 

The Sacrifice), these built environments are always accompanied by a longing voice-over and 

require a ‘temporal vision’ to go deep inside the event. In Chapter 4, I explore how Tarkovsky’s 

interest in the Japanese concept of Saba, or natural rustiness, has been attempted as a style of 

using different colours as well as a technique of toning light and shadow. Through this method, 

Tarkovsky produces haptic images (for instance, a room that smelt of dust, dead flowers and 

damp walls) to call up volumes of memory images that cannot be represented. Moreover, I 

explain how a haptic vision allows the viewer to perceive these memory images tactilely. 

 

The Principle of Indiscernibility: The Coexistence of Time and the Logic of the Dream 

As I explained above, Tarkovsky represents the memories of the past through a particular 

treatment of mise-en-scène. The dominant motifs in his mise-en-scène are architecture and 

nature. Eroded historical buildings and disused wastelands, as well as drowning and burning 

houses and cathedrals, are some of the images that intermittently appear in Tarkovsky’s films. 

Clear and crisply detailed, these images are haptic and ‘offer such a proliferation of figures that 

the viewer perceives the texture as the objects imaged’ (Marks 2000, p. 163). In this view, this 

part seeks to clarify how the materiality of these haptic representations is not shaped around 

grainy, hazy and snowy images but clear, explicit and down-to-the-precise-details images that 

lend themselves to Riegl’s category of haptic images (than that of Marks). To produce such 

heavily texturised—with mud, water, wind and fire or even sound—images, Tarkovsky follows 

the logic of the dream that came from memories. In so doing, Tarkovsky once again reveals the 
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thickness of the past and invites us (the viewers) to sympathise with the character in 

experiencing time, as though we are dreaming about our home in Russia (in Nostalgia) and the 

character’s home on earth (in Solaris). 

 

Before I explain how Tarkovsky implements the logic of the dream to raise a sense of time, I 

draw on Bergson’s notion of ‘false recognition’ to argue that from a phenomenological 

standpoint the subjective sensation of time is as real, and far more tangible, as the objective 

sequence of clock time in our everyday life. As I explained in Chapter 2, Bergson describes time 

as a lived duration within which the past and the present are the divergent images of the very 

same moment. To show the simultaneity of the past and the present, Bergson (cited in Al-Saji 

2004, p. 233) uses the term false recognition, not as a form of cognitive error but rather to 

explain that memory is not shaped after a present perception; instead, it is contemporaneous 

with the present perception. Drawing on Bergson, Deleuze (2013, p. 79) explains that the false 

recognition—which he instead calls ‘paramnesia’—is a form of déjà vu or a feeling of ‘already 

having been there’. Deleuze continues that paramnesia is a recollection of the present that is 

simultaneous with the present itself. Taking this point further in Cinema 2, Deleuze (2013) 

argues that, in works of art cinema, the present itself is the actual image and the recollection of 

the present is the virtual image, the correlation of which Deleuze describes as an object and its 

image in the mirror. Merleau-Ponty describes the same flesh of mirror-image and the two 

simultaneous tendencies of perception in the Phenomenology of Perception. He suggests that 

our ability to completely perceivean object whose sides are hidden to us indicates that we have a 

pre-existing embodied memory of that object in our body that assists us in seeing the object in 

its entirety regardless of its invisible part (Merleau-Ponty, 1964, p. 13–14). Both in Bergson’s 

notion of false recognition and Merleau-Ponty’s embodied perception, knowledge is acquired 

due to memories of dream experiences, previous products of imagination and experiences 

themselves. Against this definition of time as the co-existence of memory and the present 

perception, clarified by Bergson, Deleuze and Merleau-Ponty, I explain methods and techniques 
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Tarkovsky draws upon to produce false recognitions of the built environment, which, because of 

their weight on the coexistence of the past and the present, evoke a subjective experience of 

time. 

 

To achieve a true cinematic impression of dreams and memories, Tarkovsky (1989, p. 68) relies 

on the simple ‘observation of life’s facts within time’. As Tarkovsky (1989, p. 72) puts forth, if 

dreams are unusual and unexpected it is not because they are some theatrical tricks but rather 

the combination of, and conflicts between, real life’s facts:  

By its very nature cinema must expose reality, not cloud it. (Incidentally, the 

most interesting or frightening dreams are the ones where you remember 

everything down to the minutest detail.) 

In exposing the reality of the dream, Tarkovsky significantly relies on mise-en-scène. Yet in 

Tarkovsky’s account, mise-en-scène does not simply mean dispositions and movements of the 

selected objects surround a particular frame. Instead, mise-en-scène ‘arises out of the 

psychological state of particular characters at a particular moment’ and needs to be built up to 

achieve many-faced truth, rather than to simply express what is happening (Tarkovsky 1989, p. 

74). One way that Tarkovsky builds up a mise-en-scène through the dynamic of a particular 

situation is to pair the characters’ movement with the spoken voice-over as if they are 

interacting with each other. For instance, in the scene from Nostalgia, when Domenico gives a 

speech at the back of the statue of Marcus Aurelius, we hear his voice-over: 

What ancestor speaks in me? I cannot live simultaneously in my head and in my 

body. That’s why I cannot be just one person. I can feel countless things at 

once. There are no great masters left. That’s the real evil of our time (extract 

from English subtitle). 
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The speech corresponds to the camera that slowly pans across the frame to ‘observe’ the 

performances of listeners, positioned bizarrely in relation to these acute spoken words and, later, 

strains of Beethoven’s ‘Ode to Joy’. Instead of revealing what is happening, the mise-en-scène 

underlines the maddened state of the characters. Through this shot, the hidden state of the 

characters is expressed like an image in the mirror. Our perception of the shot is not informed 

by the narrative or the compositions of physical elements but rather time. The celebrated 

architecture of Piazza del Campidoglio raises a memory that does not correspond to our known 

and habitual memories, yet it gives us a sense of what we are missing: ‘I cannot live 

simultaneously in my head and in my body. That’s why I cannot be just one person’. In other 

words, the archaeology of the Piazza (the objective account of history) and the esoteric 

utterance of Domenico (the subjective account of the inner state of the character) approach each 

other asymptotically, suspending our sense of time wherein instead of the fast forward 

movement into action, the image raises evocative contemplations. In Chapter 1, I argued that 

theories and practices of architecture, even in their haptic approaches toward design, often see 

space and spatial perception prior to knowledge of time. Yet, this cinematic example 

demonstrates how the visual elements of space could perform as only a subsidiary and how our 

understanding of the built environment might slip into and rely on a knowledge of time. 

 

The partial or incomplete information about space as such reminds us of Marks’s distinction 

between optical and haptic perception. In contrast to the optical perception that privileges the 

fullness and representational attribute of optical images, haptic perception privileges thin and 

material presence of haptic images (Marks 2000, p. 163). Referring to Riegl’s categories of 

haptic and optical vision, Marks (2000, p. 163) argues that the optical visuality involves the 

eyes to see the representation, whereas the haptic visuality involves the body ‘drawing from 

other forms of sense experience, primarily touch and kinesthetics’. Similarly, Tarkovsky avoids 

mere representations of events and environments, but, at the same time, he prevents straining 

the eyes. By evading opacity and obscurantism and through precise observation of life’s facts 
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and details, the works of Tarkovsky allow viewers to connect their own perception to the 

recurring images. In so doing, he allows an individual experience of film viewing. This 

personalised film viewing experience can likewise be understood in terms of Marks’s (2000, p. 

149) haptic visuality that underlines ‘film viewing as an exchange between two bodies—that of 

the viewer and that of the film’. 

 

Long Take: The Process of Memory Through an Extended Duration 

This part seeks to explore methods that Tarkovsky uses to embrace the abstract, an architecture 

that is too difficult to understand, so he can reveal the past as part of and indiscernible from the 

present.21 In Chapter 2, I explained that Deleuze draws on Bergson’s philosophy of duration to 

profer an image of time as a fork: the time that moves forward or ‘the present that passes’ and 

the time that is seized or ‘the past that is preserved’. To recap, Deleuze calls these two aspects 

of time the actual image and the virtual image, respectively. In effect, the virtual image or the 

past that is preserved has hegemony over the actual image or the representation because it is in 

the past that we look for our dreams and recollections, Deleuze (2013, p. 80) argues. Yet the 

two images cannot be distinguished because they are the divergent images of the same moment. 

By exploring methods that Tarkovsky makes the past and the present indiscernible, I aim to 

address the argument that I posed at the beginning of this chapter: while old buildings, decayed 

houses and ancient cathedrals compose a sort of objective history, their memories, and 

imaginations, are more like private memories. Theses private memories are often inseparable 

from the objects of the buildings and their confrontation (combination) allows the viewer to 

experience time as a form of slow yet lived duration. 

 

 

21 As I have noted, for Tarkovsky the past is the bearer of the life and in a certain sense ‘is far more real, 

or at any rate more stable, more resilient than the present’ (Tarkovsky 1989, p. 58–59). 
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As I have noted in the previous chapter, to create an atmosphere that the viewer could fully 

immerse with the image of his films, Tarkovsky uses long takes. In Cinema 2, Deleuze (2013, p. 

xii) aptly argues that ‘Tarkovsky challenges the distinction between montage and shot when he 

defines cinema by the “pressure of time” in the shot’. Montage, as described by Sergei 

Eisenstein (published in 1949 in Film Form: Essays in Film Theory), is the collision of shots of 

a different rhythm, velocities and agencies that together produce meanings. On the contrary, in 

his theories and practices, Tarkovsky shows that he does not favour too many shots or cuts for 

they would distract the viewer out of the moment and eliminate evocative contemplations and 

emotional connections. In fact, it is the continuation of time in the course of a shot that allows 

the viewer to feel a moment, rather than to see an order of events: 

How does time make itself felt in a shot? It becomes tangible when you sense  

something significant, truthful, going on beyond the events on the screen; when 

you realise, quite consciously, that what you see in the frame is not limited to 

its visual depiction, but is a pointer to something stretching out beyond the 

frame and to infinity; a pointer to life (Tarkovsky 1989, p. 117–118). 

As evident from the above statement, Tarkovsky is more interested in evoking a sense of time in 

the frame, which cannot be seen in the object and, as Deleuze (2013, p. xii) argues, does not 

allow itself to be reduced to the present. To put it another way, Tarkovsky sees time as ‘a 

pointer to life’ that needs to be depicted in the frame with the same importance, if not more, as 

the objects and visual elements—this is what Bergson attempted to achieve by describing the 

phenomenological concept of lived time as duration. Therefore, Tarkovsky uses long takes or 

shots of long duration not only to make the viewers aware of the passage/pressure of time but 

also to allow them to have a true understanding of the moment through slow and gradual 

perceptual constructions and bodily impressions. 
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Using extremely long takes with few cuts in between, the action in his films also slows down. 

This means that even the characters seem unsure of how to react to the situations. The shot 

duration of these long takes provides the viewer with a chance to not only experience the 

passage of time but also lose track of time. They also provide the opportunity to shift constantly 

between the present and the past or vice versa. The temporal fragmentation is achieved by 

Tarkovsky’s editing technique, which works against the sort of continuity of time and space that 

characterises mainstream narrative cinema. Nariman Skakov (2013, p. 21) explains that 

Tarkovsky joins two incompatible places into a single spatial extension where the continuous 

temporal duration is not disrupted. In other words, Tarkovsky uses unusual cuts to conjoin two 

different places that exist in two different times. The long continuous shot of the hotel room in 

Nostalgia, where the character’s present moments submerge with his memory of his Russian 

home, the circular panning scene in Mirror, where the two children in the present share the 

space of the shot with a boy from the past (he is the protagonist narrator in his childhood) and 

the long shot of the miniature Russian home that sits within the Italian cathedral are all 

examples that, although the objective progression of time has not been disturbed, the subjective 

time is rarefied. According to Skakov (2013, p. 6–7), ‘The single continuum of the long take 

purposely stretches a monotonous, mundane experience and provides an alternative mode of 

perceiving reality’; through this technique, ‘time is exposed as a fleeting phenomenon’. This 

cinematic technique results in the displacement of both characters and the viewer, who now 

could experience time in its coexistences. 

 

Through the use of long takes, Tarkovsky engages his audience with the time that cannot be 

measured through its linear progress, either forward or backward progression, but can be felt in 

the form of irregularity, pressure and memories of another past. In Tarkovsky’s account, the 
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consistency of the time is to run through the shot on its own flow.22 In his films, Tarkovsky 

draws significantly on the long take as a method of creating temporal continuity based on which 

he produces tension and rarefaction so that the viewer can experience an instant of life where 

the past and the present are the two sides of a singular moment: 

Just as life, constantly moving and changing, allows everyone to interpret and 

feel each separate moment in his own way, so too a real picture, faithfully 

recording on film the time which flows on beyond the edges of the frame, lives 

within time if time lives within it; this two-way process is a determining factor 

of cinema (Tarkovsky 1989, p. 118). 

As a case in point, the recurring shots of the pool in Bagno Vignoni in Nostalgia, the shots of 

the Zone in Stalker, the shots of wandering in nature by the protagonist in Solaris and the house 

burning shot in The Sacrifice (1986) are examples that no longer aim at representing events. 

Instead, in their enduring continuation, they are pointers to our experiences of life itself. By 

replacing narrative with duration, Tarkovsky does not impose a meaning on the viewer but 

rather allows them to experience and interpret the shot just as they interpret and feel each 

separate moment in life. To create such a phenomenological experience of cinematographic 

images as images of life, Tarkovsky favours a style of slowness. Through his sluggish and slow 

camera movement, Tarkovsky, in fact, allows the film viewing experience through what Marks 

calls haptic visuality: an experience of non-visual memories by appealing to thick, durational 

and haptic vision. 

 

 

22 For instance, Tarkovsky (1986, p. 114) explains the Lumiere brothers’ one-shot film, L’Arrivee d’un 

Train a la Ciotat (1895), is an example of a film that ‘the rhythm of the movement of the time is there 

within the frame’. In this film of just one shot with no editing and montage-cut, rhythms of movement are 

the only evidence of continuous progression, wherein the camera creates a temporal continuity. 



141 

 

Yet, in Tarkovsky’s (1989) account, the extended duration of time is to reveal the inner state of 

the character, which could be the inner state of humans in general. Cinema scholar David 

Sterritt (2012, p. 62) indicates that Tarkovsky is the pioneer and towering practitioner of ‘Slow 

Cinema’, a style that has more recently been embraced by auteurs such as Be ́la Tarr (1955–), 

Nuri Bilge Ceylan (1959–) and Tarkovsky’s chief disciple, Alexander Sokurov (1951–). It 

should be noted that the expression of ‘cinema of slowness’ was coined by film critic Michel 

Ciment only in 2003; the term refers to a movement insofar as it is the merging concern among 

contemporary filmmakers who opt into slowness in sharp contrast and resistance to the 

increasing speed of the mainstream movie. However, Tarkovsky’s films bloomed in the context 

of mid-century international art cinema. With complex narrative and ultra-long shots, 

Tarkovsky’s films force the viewer’s eyes to do more work to apprehend the image. For 

examples, the recurring image of the ocean Solaris is often represented intermittently in long 

takes. The film barely provides a signal on what the ocean represents. However, the long takes 

allow the viewer to contemplate and to compare this image with other images, such as the 

strands of algae in the water on earth and the air view of the protagonist’s parental house that 

sits on the surface of an ocean; as such, the viewer is prompted to question: Which image is the 

image of the past? What memory? What reality? These images, in their suspension of 

representation, lend themselves to ‘incommensurable’ space that Deleuze identifies as 

characteristic of time-image cinema. In this space, the viewer is put ‘into contact with an 

unthought, the unsummonable, the inexplicable, the undecidable’ (Deleuze 2013, p. 214). 

Similar to any-space-whatever, in the incommensurable space, instead of fast forward 

movement toward actions, the image solicits emotional and visceral responses (Marks’s 

interpretation of affection images). In Solaris, in particular, I explore how the slowness 

penetrates the viewer’s thoughts so they, by drawing on their sources of subjectivity, could 

make sense of space, especially when spatial elements of architecture in the Solaris space 

station does not further any understanding of the environment. The aim is to show how 
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Tarkovsky creates an environment that sense experiences, also time, can be felt, rather than to 

be learned, at the very moment that the matter (the object of space) is halted and blinded. 

 

An analysis of long takes or durational shots in Tarkovsky’s films also permits a discussion 

about the question that I posed at the beginning of this thesis: Why it is fundamental to 

experience time in the built environment we inhabit? Tarkovsky (1989, p. 58) provides a rather 

moralistic answer to this question: ‘The time in which a person lives gives him the opportunity 

of knowing himself as a moral being, engaged in the search for the truth’. However, this thesis, 

more informed by Bergson’s phenomenology of duration and Merleu-Ponty’s embodied 

perception, suggests that it is in time that experiences are shaped. These experiences value the 

body as a multi-sensorial medium that not only can see but also can feel. Similarly, Tarkovsky 

(1989, p. 58) indicates, yet again in a moral and spiritual context, that ‘Time can vanish without 

trace in our material world for it is a subjective, spiritual category. The time we have lived 

settles in our soul as an experience placed within time’. In Chapter 1, I explained that in 

architecture and urban spaces this experiential account of time has gradually changed from slow 

presence to a chain of detached moments ‘that disappears at increasing velocity’ (Pallasmaa 

2016, p. 52). The more spatial (visual) elements are prioritised to facilitate speed, the more the 

vision appeared as the primary source of knowledge—hence, the more the body is alienated 

from its other senses. In this perspective, Tarkovsky’s application of long takes to the built 

environment he represents in films is a way of permitting (although figuratively) the body to 

unfold space gradually and to experience time as a subjectivity within which we can access our 

experiences that most likely are recorded in the non-visual registers of touch, smell and taste. To 

understand how he does so, I refer to a scene from Solaris and use the theory of haptic visuality 

to explore how, through our eyes, we are able to reproduce experiences in our body. 

 

The life of inhabitants of Solaris’s space station is unavoidably in the process of transformation 

from the past to the present and vice versa. The cosmonauts constantly encounter haunting 
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memories, visions of their beloved, dreams and hallucinations due to the efforts of the sentient 

sea to communicate through living memories. Yet, these memories and hallucinatory dreams are 

called up not through horrific images or petrifying soundtracks but rather by representing an 

otherwise ordinary environment too difficult to recognise. The representational spaces in Solaris 

are deliberately against our expectations, plans and habits, so we can contemplate them to find 

the ‘truth’, as Tarkovsky (1989) argues. For example, both characters and the viewer lose track 

of the dream and the real at the end of the film when Kris’s real and reconstituted parental house 

signal similar visual elements. The longer the character stays in the shot, the greater they feel 

pressure to search their resources of subjectivity for ‘a mutual creation of self and other’; as 

Marks (2000, 149) argues, ‘Cinema spectatorship is a special example of this enfolding of self 

and world, an intensified instance of the way our perceptions open us onto the world’. This 

phenomenological model of subjectivity in regard to Kris’s parental house in Solaris posits a 

figurative example for a phenomenology of architectural experience. Indeed, a home is not 

merely a composition of different rooms but a place where our memories are shaped. Besides 

space, we identify our house through our memories of senses that, rather than visual, are 

encoded in non-visual registers of smell (I remember the smell of freshly mowed grass), taste (I 

remember the taste of stew) and touch (I remember the firmness of the timber floor). Therefore, 

we can argue that it is through time that we recognise our home or, more broadly, the urban 

spaces of our everyday activities. Again, according to Almaas (2009, p. 20), in order to produce 

a place that could be described as architecture and not just building, we need to look beyond the 

materials and spatial orderings; we need to find a way to include human experience, which is 

the dimension of time, into our architectural thought. Indeed, what we haptically envision in the 

representational image of the house in Solaris is the characters’ experiences that at one point 

could also trigger our own experiences. 

 

Yet as this thesis suggests, Tarkovsky adds another level to the representational image of the 

house. He ties the past to the present and to dream sequences in order to signify moments that 
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shaped the characters. By diminishing the border between the linear order of time and making 

the dream indiscernible from the real, Tarkovsky’s cinema lends itself to the time-image cinema 

where the sensory-motor linkage breaks and the characters plunge into the different circuits of 

memory to understand the deeper strata of the reality. In Cinema 2, Deleuze (2013, p. 129) uses 

the concept of ‘the powers of the false’ to explain the point where the real cannot be 

distinguished from the dream. As I explained, in Deleuze’s model of time—a fork, of the 

present that passes and the past that is preserved—the past does not have any objective records 

(it was a virtual or mirror image with no material substances). In the powers of the false, the 

present that passes (the actual) also started to be cut off from its motor linkages and its material 

connections, while the virtual ‘starts to be valid for itself’: 

The two modes of existence are now combined in a circuit where the real and 

the imaginary, the actual and the virtual, chase after each other, exchange their 

roles and become indiscernible (Deleuze 2013, p. 127). 

Deleuze calls this third image ‘the crystal image’. Solaris, on Deleuze’s account, is filled with 

crystallised images for we no longer are able to distinguish the real from the dream, the mental 

from the physical and the imaginary from the actual. Tarkovsky achieves this crystallisation of 

images all through a method of extended duration that is facilitated by the slow and probing 

camera movements. For example, at the beginning of Solaris, Tarkovsky uses five medium-

length shots of nature, before Kris moves toward the lake in the sixth shot. These six shots 

together take a duration of 4 minutes and 47 seconds. They include visual information such as 

leaves moving on the surface of the water, strands of algae in the water and a tree near the water 

that, during the near five minutes duration, become part of our memory (see figure 9). 
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Figure 9 Water and nature imagery in Tarkovsky's Solaris prologue. 

 

Vividly texturised with water, leaves and trees in these prologue tactile images/shots, the 

camera pans around and tilts up as slow as possible as if we (the viewer) are strolling around 

nature. In this sequence, Tarkovsky’s mise-en-scène is highly tactile and evokes the sense of 

touch through the body, especially through the sounds of water, birds and wind and the texture 

of autumn leaves, viscid algae and water. Each of these richly textured shots has its own value 

and is read either individually or in relation to the other five segments. At the end of the film, at 

the moment that we think the character has hallucinated, these tactile visual elements place us in 

a disconnected situation. These elements of nature have been internalised in us as images of the 

real, the life on eath. Yet, we see them again at the closing scene as if we are who hallucinated. 

This principle of indiscernibility can likewise be understood in terms of crystal-image that 

Deleuze conceptualises as an image of time ‘two dissymmetrical jets, one of which makes all 

the present pass on, while the other preserves all the past’ (Deleuze 2013, p. 81). In a similar 

manner, Solaris’s plot-line happens at the level of the actual image of the present and the virtual 

image of the past that is preserved as a form of perception, of mental imagery. In this way, the 

movement of the camera and the way it has been set up in relation to the tactilely informed 

mise-en-scène simulates both ours and the characters’ movements, disposition and imagination. 

The storyline requires further imagination and mental effort to be understood and our relation to 

such films is very subjective, as we are constantly forced to reassess what is real and what is 
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imaginary. Moreover, the way the film is temporally fragmented forces observers to re-evaluate 

what happened in the past and what happens in the present while trying to imagine what might 

happen in the future. The concentration on perception and process of understanding time 

through the body once again captures Deleuze’s affection image to which Marks refers to as a 

haptic or sensuous image. 

 

By drawing on Deleuze’s category of subjective-image, Marks explains the sensuous image as 

an image that includes subjectivity, embodied memory and embodied movement. She argues 

that the ‘qualified’ viewer of the time-image, helpless to draw upon the common senses, starts 

to draw upon their source of memories and imaginations to perceive invisible through the 

visible. Thus far, this chapter has focused on the question of percpetion through tactile images 

and the way they prompt embodied memories. In Chapter 5, in addition to processes of memory 

through long takes, I focus on embodied movement to explore how Solaris (among all 

Tarkovsky’s films) reveals a perception of movement as a form of kinaesthetics or subjective 

motion that often opens the characters and viewers to emotion. Similar to the comparative 

analysis of kinaesthetic and kinetic movement that I offered in regard to the Carceri and the 

pictorial analysis of Acropolis, Chapter 5 compares Solaris with a film of the same genre and 

same era (cold-war), 2001: A Space Odyssey (1968). This comparison aims to explore the 

distinction between objective movement that enforces inhabitants (here, characters) to accept 

the connection between an order of space and a designed path (Vilirio’s notion of militarisation) 

and the subjective movement that allows freer actions, imaginations and mental mappings  

(Deleuze and Guattari’s notion of smooth space). 

 

Conclusion 

In the previous chapter, I described the textual qualities of Tarkovsky’s films in order to 

differentiate the haptic image of architecture in his films from the optical image of the actual 
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works of architecture we encounter in our everyday life. In this chapter, I expanded my 

discussion in order to unfold how these haptic images evoke a sense of time by appealing to 

haptic visuality. I opened this discussion by signifying that in his theory and all seven of his 

feature films, Tarkovsky reveals interests in the questions of time, memory and history. Central 

to his cinematic aesthetic is to draw on these themes and to represent inner memories or the past 

in general. To reveal how these memories or manifestations of time and temporal are 

comprehended on the part of the viewer of his films, I drew on terms ‘affection-image’ image 

and ‘attentive recognition’ as two philosophical concepts based on which we could understand 

the process of memory. Having read the affection-image in the domain of time-image cinema, I 

explained that for Marks (2000, p. 163) affection-image is a sensuous image that forces ‘a 

visceral and emotional contemplation in those any-spaces-whatever divorced from action’. In 

this context, attentive recognition is a process in which the perception cannot extend into 

movement—rather it enters into relations with different planes of memory or the images of the 

past. Drawing on Marks’s argument, I demonstrated how architecture and the built environment 

in Tarkovsky’s films produce emotion and trigger imagination that, in their slow 

representations, permit an attentive recognition and thereby, tactile experience of time. Relying 

on this discussion, I also demonstrated the distinction between time as history (the linear 

progression of time) and time as memory (the spiralling process and co-existence of temporal 

order). In light of this disjunction between history and memory, I then illuminated that among 

Tarkovsky’s seven features films, Andrei Rublov (1966) and Mirror (1974) tend to be more 

historically dense, whereas, Ivan’s Childhood (1962), Solaris (1972), Stalker (1979), Nostalgia 

(1982) and Sacrifice (1985) are more involved with the inner memories. 

 

Further to my argument, I elaborated that while Tarkovsky uses textual qualities such as rustiness, 

ruins and water imagery to produce haptic images, he draws on cinematography methods such as 

mise-en-scène and long takes to extract a sense of time. He relies on his tactilely informed mise-

en-scène, which no longer indicates the dispositions and movements of the selected objects 
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surround a particular frame but rather ‘arises out of the psychological state of particular characters 

at a particular moment’ (Tarkovsky 1989, p. 74). In this view, I focused on an example of the 

celebrated architecture of Piazza del Campidoglio to show the distinction between a work of 

architecture that addresses experience on the level of materiality and practicality and its 

representation that touches the deeper level of consciousness and recognises time as a 

phenomenon based on feeling. Tarkovsky produces this feeling by pairing the archaeology of the 

Piazza (the objective account of history) and the esoteric utterance of Domenico (the subjective 

account of the inner state of the character), which approach each other asymptotically. This 

precedent once again informed my argument about the works of architecture that often tend to 

engage with space and visual effects, whereas the representation of the same space in Tarkovsky’s 

films acquired the character of temporal by engaging with senses other than the visual. 

Further, I explained how Tarkovsky uses long takes or shots of long duration not only to make 

the viewers aware of the passage/pressure of time but also to allow them to have a true 

understanding of the moment through slow and gradual perceptual constructions and bodily 

impressions. The long take is Tarkovsky’s most stylistic device to represent the progression of 

objective time within a single shot. In Tarkovsky’s case, long takes are often accompanied by 

languorous movement of the frame—or characters in the frame—to provide ‘a largely figurative 

reference to reality’ (Skakov 2013, p. 3). Often Tarkovsky uses long takes not to indicate the 

enduring passage of time per se but to evoke a sense of temporality through an evocative 

contemplation of different—the way we start to search among our planes of memories to make 

sense of space. I explained that, for instance, he uses a single run of the camera in which the 

past space and the present space are conjoined through a particular design of mise-en-scène in 

order to create an environment wherein the viewer has a chance to not only experience the 

passage of time but also lose track of time. Spaces themselves take on the ‘incommensurable’ 

quality that Deleuze identifies as characteristic of the time-image, whereas the long take or the 

extended duration takes on the crystal-image that Deleuze conceptualises as an image of time 

‘two dissymmetrical jets, one of which makes all the present pass on, while the other preserves 
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all the past’ (Deleuze 2013, p. 81). The crystal-image of space in Tarkovsky’s films provided a 

frame of discussion about slowness as a style that allows the viewer to use their haptic vision to 

contemplate the image of architecture by drawing on their reserves of memory and imagination, 

the processes that raise a tactile sense of time through the body. This frame of discussion could 

once again reveal the issue with the culture of speed as the key product of modernity and the 

tendency of architectural practice to exist on the level of materiality. This means that while the 

culture of mobility and modern life, and thereby speed, tends to keep us in front of the 

buildings, Tarkovsky’s films are figurative references to the built environment that, through the 

long take of a slow pace, force us to enter the built environment. This built environment is often 

perceived through the layers of memories it arouses—memories that are the dimensions of time 

and are incorporated into our architectural thoughts. 
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CHAPTER 4.  

THE TEMPORAL DESIGN IN TARKOVSKY’S SOLARIS 

 

Introduction 

In his later film, Nostalgia, Tarkovsky explores the theme of ‘home’ and creates an atmosphere 

to invite the viewer’s eye to do more work to comprehend the mystery of the past, as stemming 

from the historical sites, landscapes and abandoned buildings. Comparatively, Solaris is an 

exemplar of how the director loosens the narrative from the linear progression of time in order 

to encourage the viewer to experience the subjective and non-linear temporality where they 

could imagine time slows down or could position themself in the past and experience the past 

and the present simultaneously. Solaris is a useful case study because instead of focusing on 

spectacles—like other mainstream science fiction genre movies—Tarkovsky focuses on 

creating extraterrestrial environments through the temporal reshaping of the experience and 

perception of space. He makes space strange through unusual interposition of time and the 

temporal. In this respect, this chapter explores methods the director uses to evoke a subjective 

sense of past time through an architectural space that one would generically expect to be a 

futuristic built environment and yet is transformed with imagery of the past by alien 

intervention. As a science fiction film, Solaris is centred around the idea of a sentient ocean that 

makes contact with human cosmonauts by accessing their memories and giving them concrete, 

sometimes apparently human, form. 

 

Highlighting the role played by subjective experiences of time in both the protagonists’ and also 

our perception of the built environment, this chapter focuses on the distinction between the 

haptic time that addresses the experiential aspects of perception and objective time that is the 

measure of movements. The aim is to demonstrate how our perception of space (here 

architectural space) is shaped by and dependent on time, which, rather than the clock time, 
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ought to be understood as a consiousness that ‘lets itself live’ when it refrains from ‘separating 

its present state from its former states’ (Bergson 1950, p. 100). To illustrate this comparative 

investigation, I reflect on the architecture of Kubrick’s 2001: A Space Odyssey (1968) to reveal 

the distinction between haptic space that evokes a tactile sense of time (in Solaris) and optical 

space that engage with time as an objective measure of movement in space (in 2001). Like all 

science fiction films, Solaris and 2001 are concerned with time, with relations between the 

present and future. 

 

They are also both modernist films that blend art and genre cinema, but they take very different 

approaches to science fiction’s concern with time: Solaris valorises multi-sensory 

epistemologies, while 2001, as a blockbuster spectacle about humanity under alien surveillance, 

emphasises cinema’s scopic regime. This examination underlines my discussion in Chapter 1 of 

how, following the global modernisation shifts of the post-industrial era, the ocularcentrism and 

hegemony of eyes started to appear as the fundamental style of designing functional and rational 

environments. This vision-based approach to architecture and design discipline, Pallasmaa 

(2000, p. 78) argued, caused flatness of surfaces and materials that further emphasise ‘the 

tiresome and soporific uniformity of experience’. In this critical approach to image-based 

architecture and the experience based on vision alone, I draw on comparative analysis to 

emphasise the distinction between experiences of built environments that are haptic and those 

that are optical. In so doing, I examine how haptic architecture could bring into attention our 

temporal awareness and the capacity of our body in reading the environment and the way that 

optical architecture might turn our focus to spatial/visual character that is best comprehended 

through vision alone. This chapter concludes by discussing the implications of considering 

haptic sensibilities in designing or organising space that, in turn, could inform our awareness of 

time besides the knowledge of space. 
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Plot Summary  

Solaris, like Tarkovsky’s later film, Nostalgia, is also concerned with the theme of home and 

the notion of homecoming. The film is set in the Russian countryside and run-down space 

station of Solaris, focusing its plot on the effect of an alien intelligence that brings the memories 

of cosmonauts to life, including the production of replicant humans from their pasts. Adapted 

from Stanislaw Lem’s novel Solaris (1961), Tarkovsky’s film Solaris is the story of astronaut 

psychologist Kris Kelvin (Donatas Banionis), who has been sent on a space mission to report on 

the mental health of cosmonauts Dr Snouth (Yuri Yarvet), Dr Sartorius (Anatoli Solonitsyn) and 

Dr Gibarian (Sos Sarkisyan) aboard the Solaris space station. A day before his expedition, Kris 

has been warned about the bizarre mental effects of Solaris’s ocean—above which the orbiting 

space station is located—by the cosmonaut Anri Berton (Vladislav Dvorzhetsky), who brought 

a video recording of his own mission to the planet Solaris to Kris’s family home.Initially sent to 

discover and improve the mental health of cosmonauts on the space station, Kris caught up with 

the alien replicant of his dead wife Hari (Natalya Bondarchuk), who repeatedly kills herself yet 

raises from the dead anew after each suicide even as the space station is increasingly filled with 

objects from Kris’s past. 

 

The recursive images of water and the Russian home throughout the film provide a frame of 

reference in comprehending the non-linear narrative, representative of what Ross sums up as 

‘temporal turn’. According to Ross (2012, p. 8), the ‘temporal turn’ in contemporary art alludes 

to the futurism of modernity—vital to the space exploration narrative at mid-century—that 

involves non-progressive time wherein artists ‘connect temporality and historicity by 

suspending the forwardness of moving images, bodies, and narratives’. In the same way, 

Solaris’s plot summary appears to re-imagine the future that ‘ceases to devalue the present and 

the past’, by withdrawing from generic futuristic characters and the progressive movement of 

images, bodies and narratives (Ross 2012, p. 14). Importantly, this anti-futuristic science fiction 

film allows Tarkovsky to explore his interest in the interpenetration of present and past, which 
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influences the design of built environments, highlighting their haptic qualities. By comparing 

this to Kubric’s film, a spectacular example of ocularcentric cinema, these features of 

Tarkovsky’s Solaris are thrown into relief. 

 

Frame of Analysis 

This chapter borrows its theoretical frame of analysis from Riegl, Deleuze and Marks’s 

distinctions between optical and haptic space. To examine how haptic space evokes the sense of 

time, I look into how the protagonists of each film make sense of extraterrestrial space 

especially by focusing on the built environments produced by auteur directors Tarkovsky and 

Kubrick. In this respect, the chapter first examines the state of the longing of Kris, which, as we 

observe throughout the film, is revealed through the protagonist’s response to nature 

surrounding his father’s house and the rusticated space station above Solaris’s ocean. Next, I 

compare Kris’s experience of time and space to that of the protagonist of 2001, Dave Bowman, 

whose movements and interactions with his environment are dependent upon the plan of 

Discovery space station. Of central concern in my comparison of the two films is their mise-en-

scène, with a focus on their tactile and visual qualities. Pivotal to this comparison is the way that 

Solaris relies on haptic perception to inspire memories, whereas 2001 emphasises optical 

perception in its spectacular representation of space. 

 

In contrast to 2001, the essence of architectural space in Solaris, as determined by Tarkovsky, is 

not found in its functional requirements and technical restrictions. Tarkovsky was not interested 

in the science fiction elements, such as rockets and space stations, even though as Tarkovsky 

(1989, p. 199) explains, these  were ‘nonetheless too prominent and became a distraction’. 

Appropriate to a science fiction film focused on memory and to Tarkovsky’s own interests in 

the interpenetration of present and past, Tarkovsky innovates a representation of extraterrestrial 

built environments that are not shiny but instead rusticated and aged. In this way, Tarkovsky 
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asks how a space station might evoke memories and feelings about the past, instead of 

representing aspirations for a technologised future. Hence, he challenges us to rely on our haptic 

perceptions to understand the space beyond the visual and spatial and to include the temporal, 

especially as Kris is made to physically struggle with memories from his past. Solaris acquires 

its haptic characteristic through textural qualities such as erosion, an increasingly complex mise-

en-scène organised as still life and light and darkness in ways that are more fully developed in 

his later film, Nostalgia. 

 

However, I use the theory of haptic visuality in a slightly different way in analysing this film. 

Instead of focusing on the surface of the image that beholds the eye for some time and gives a 

sense of time as a slower duration, I concentrate on Solaris’s human-scaled, emotionally and 

psychologically loaded environments. I examine how interior and exterior spaces capture 

Deleuze’s concept of any-spaces-whatever; those spaces that are ‘deserted but inhabited’, those 

spaces where no action is possible and where emotions and feelings open us to the experience of 

time. Just as Piranesi’s mid-eighteenth century etchings, Carceri d’invenzione, are a subjective 

response to Roman architecture and evoke imaginations, Tarkovsky’s Solaris is a subjective 

response to the futuristic space that raises forgotten memories and feelings. In a sense, 

Tarkovsky creates a  mise-en-scène that, as Huyssen observes in regard to the works of Piranesi, 

breaks with the known temporal and spatial conventions. As I outlined in Chapter 2, Huyssen 

(2006, p. 18–19) refers to Tafuri to explain that, in the Carceri d’invenzione, Piranesi breaks 

with ‘the temporal and spatial perspectivalism of the Renaissance’ and, in so doing, points 

toward ‘basic principles of construction as developed much later by the cubists, constructivists, 

and surrealists’. By much the same token, I argue that Solaris may have lessons for us as we 

contemplate the loss of haptic perception in earlier modernity and its visions of alternative 

futures as rational and functional. 
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Solaris reimagines futurity as an enduring and inescapable past, revisited and replayed. It 

accords with Tarkovsky’s view of cinema as a medium that has a special power to evoke 

recollection and memory. In Sculpting in Time, Tarkovsky (1989, p. 82–3) characterises cinema 

as an anti-modern and anti-materialist spiritual quest: 

it’s as if the cinema-goer were seeking to make up for the gaps in his own 

experience, throwing himself into a search for ‘lost time’. In other words, he 

seeks to fill that spiritual vacuum which has formed as a result of the specific 

conditions of his modern existence: constant activity, curtailment of human 

contact, and the materialist bent of modern education. 

In its style, Solaris is dominated by meticulously-designed long takes, a tribute to its investment 

in the experience of duration, in a decelerated imagining of futurity. For Tarkovsky, the long 

take is directly related to his understanding of cinema as a medium that appeals to an affective 

and spiritual relation, expressed temporally. Duration, in these terms, offers ‘the opportunity to 

live through what is happening on the screen as if it were his own life, to take over, as deeply 

personal … the experience imprinted in time upon the screen’ (Tarkovsky 1989, p. 183). While 

Tarkovsky reputedly disliked and wrestled with the generic character of its source material as 

science fiction, like all of his oeuvre, the adaptation of Solaris is centrally concerned with 

experiential time, memory and recollection. Thus, although Lem’s 1961 novel Solaris begins in 

an explicitly futuristic arena of space travel, with Kris’s arrival at the spaceship that will take 

him to the Solaris space station, Tarkovsky’s film begins with an extended opening sequence on 

Earth, adapting it to ‘his own poetics’ by ‘rooting Kelvin’s cosmic experiences in his home’ 

(Bird 2008, p. 64). The imagery of Earth and home serves as the basis for memories that 

become part of the experience of extraterrestrial exploration and alien communication. 

 

These natural and Earth-bound built environments associated with family and the past. To 

understand how these images of the past could be comprehended on the part of the viewer, I 
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draw on attentive recognition, the term that I explained in detail in Chapter 3. As I mentioned, 

in Matter and Memory, Bergson (2005, p. 99) argues that we perceive an image not just based 

on a purely cognitive act—rather, recognition and attention come into play. Tarkovsky’s style of 

long takes in Solaris offers a duration that allows the viewer to perceive an image through their 

attention. Hence, through attentive recognition, we become aware of the non-progressive 

narrative wherein Kris detaches himself from the present to substitute himself in the past in 

general and in a certain district of the past—his parental home—in particular. The opening of 

Solaris uses long takes focused on the semi-wild natural spectacle of a pond adjacent to a 

country house. The extended duration and loose construction of this sequence establish Kris, in 

Deleuzean terms, as less ‘agent’ than ‘seer’. In this way, Solaris creates a complexly subjective 

and recursive narrative that capture’s Deleuze category of optical image (the one that Marks 

identifies as Deleuze’s substitute for haptic image) that in its resemblance to delirium, dream 

and hallucination invites us to think than to act. Deleuze discusses these terms not as the past or 

the absence of something but as the state of mind in creating a new way of thinking and feeling. 

According to Marks (2000, p. 46), ‘the optical image, because it cannot be explained and 

mobilized into action, requires the viewer to puzzle over it’. In the case of Solaris, the optical 

image or, more appropriately, the haptic image of the environment brings significant 

connections between the memory and recollection, a form of inexplicable past that is sustained 

in the present as a form of ‘new’ reality. 

 

Temporal Space in Solaris: The Projection of Time Through Memory or Recollection-

Image 

Like most of Tarkovsky’s films, Solaris built upon the importance of image, imagination and 

time—this time within the science-fiction genre. In Solaris, Tarkovsky emphasises and engages 

with the drama of human subjectivity, perception and experience, concerned with ‘we who exist 

and become in time’ and how ‘time is subjectivity’ (Pearson 2002, p. 184). Focused on 
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psychological mysteries, where the mind itself appears alien and alienated, the film refuses any 

straightforwardly linear relation of past, present and future. The past perpetually interpenetrates 

the present and reconfigures the future. As a cinematic translation of Lem’s novel, Solaris 

introduces the possibility of having time appears as the simulacrum of a human being ‘made’ 

from human memories (Kozin 2009, p. 110). In this respect, Solaris, as a film that is centrally 

concerned with memories of the past, could be assessed as the nexus of temporality, actuality, 

materiality and memory, wherein characters lose the grasp of time and reality. The film opens 

with the image of underwater strands of grass that informs the notion of Earth/home. On the last 

day of staying on Earth, Kris is wandering through the misty nature, an environment associated 

with family and the past upon which Tarkovsky builds and represents the reality of Kris’s life. 

 

The built environments of the opening scene reference memory in various ways. The close-ups 

of the pond highlight its complex and somehow alien character: moving and still, animate and 

inanimate, solidly present yet evanescent. In this scene, underwater algae appear moved by the 

current and there, a moment later as the camera moves closer, they appear themselves to move, 

uncannily animated. Through a long take, Kris wanders and eventually reaches his father’s 

house, which is filled with objects such as a book, candles, framed picture of his dead wife, an 

arrangement of which will recur in the space station. Later in the film, Tarkovsky draws on the 

house as an important temporal element that not only shapes Kris’s recollection of home but 

also becomes a source of living memories known as ‘the visitors’ in the sentient ocean. At the 

end of this long and meandering walk, Kris finally met Berton, a former pilot and Solaris 

Project pioneer, who visited Kris to show film of the failure of the Solaris space exploration. 

Yet this documentary footage does not offer a clear visual reference to the Solaris ocean but, 

instead, just some abstract images of hazy water and clouds. 

 

From this very first scene, Tarkovsky begins to question evidence of the eye and what can be 

seen. He also begins to focus on experiences of time: first, by representing Kris’s paternal house 
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as a source of memories of Kris’s past life, and second, by engaging with Berton’s memories 

associated with the bizarre effect of Solaris’s ocean. In so doing, Tarkovsky prepares us (the 

viewer) for a space exploration where futuristic spaces are associated not with progress but 

regress, in a scientific outpost for observers who, ironically, cannot believe the evidence of their 

eyes. Once he arrives at the dilapidated space station, sceptical Kris, who seems inclined to 

share Berton’s view of Solaris as a failure, encounters his dead wife Hari, a memory that is 

given a body by the sentient ocean. From semi-domesticated terrestrial nature, to a family home 

filled with memorabilia, to Berton’s filmed account of his mysterious flight over the sea of 

Solaris as a young pilot, to the second interpolated film recording his flight and to the 

memorabilia Kris burns in the dusk, the sequence leading to his arrival at Solaris collects 

material to which the film will recur. The imagery of nature appears simultaneously familiar and 

strange. Present and real, yet, at the same time, past and recollected, also futuristically alienated, 

the imagery of nature defamiliarises conventional reference points to time: Earth/home as the 

past and outer space/spaceships as the future. 

 

In the absence of linear progression of time, also the constant penetration of the past into the 

present, Tarkovsky produces space that seems to be able to produce anxiety and confusion, as 

Mark Bould (2014) suggests. In this respect, Solaris’s non-conventional narrative seems to 

capture Bergson’s assertion that time is not some fragmentary points in a line ‘but a dynamic 

surge of a past thrusting through the present and into a future, such as the past is retained into 

the present and the present continues into the future’ (cited in Bogue 2009, p. 369). In Solaris, 

Tarkovsky is not concerned with generic features of science-fiction that show the future of 

space travel. Instead, the director takes advantage of the vast imaginative potential offers by 

science-fictional genre to create a cinematic illusion of time. Considering these imaginative 

abilities, Solaris offers architectural spaces that one tends to perceive time as a form of 

simultaneous perception of different moments of life. This temporal effect not only is indebted 

to the rusticated built environments filled with memorabilia, which may or may not be of alien 
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creation, but also associates with Tarkovsky’s unique use of mise-en-scène that keeps the 

viewer’s body in close to the image of his films to evoke a sense of time that is in contrast with 

the habitual order of the past and the future. 

 

To encapsulate the role that mise-en-scène plays in the temporal reshaping of characters in 

Solaris, Tarkovsky draws upon an organisation of space and a narrative that marks out the 

humanistic quality that, as Tarkovsky (1989, p. 199) argues, ‘cannot be dissolved or broken 

down’ and ‘forms like a crystal in the soul of each of us’. Drawing on human feelings and 

memories, Tarkovsky produces mise-en-scène that exemplifies Deleuze’s crystal-image, a 

concept that highlights the meditation on how perception, recollection and subjectivity are 

privileged over action—which is privileged in mainstream narrative cinemas. In the opening 

scene, the camera dwells on images of rippling water, silt strands, trees, grass and a bush, while 

we hear the sounds of wind and birds. In the film’s epilogue, this domesticated nature, however, 

appears as the sentient ocean of Solaris. Tarkovsky chronologically arranges the preface as the 

past that comes before Kris’s mission. Yet we, the viewer, are never convinced or certain of this 

chronology, especially when in the epilogue Kris’s paternal house appears as a hallucinatory 

image among the misty sentient Solaris ocean. Maybe, from the beginning, it was not the image 

of nature but Kris’s hallucination that Tarkovsky asks us to comprehend as a terrestrial space. In 

this way, Tarkovsky avoids offering an explicit reference point to space and time. Here, 

Tarkovsky adapts a cinematic approach to transcend the limits of temporal perception—

particularly in association with space, inviting us to comprehend time not as a measure of 

seconds and hours but as an entity to which we are internal, a ‘priori conditions of our 

experience or perception’ (Jameson 2003, p. 697)—just as space is. 

 

The disruption of narrative causality and linearity invites us to question the aesthetic of time as 

linear progression and hegemony of space as the perspectival illusion of completeness. Such a 

challenge brings to focus Marks’s (2000) distinction between the optical and the haptic image: 
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the first ‘affords the illusion of completeness that lends itself to narrative’ (p. 46), while the 

latter ‘looks rarefied and abstract’ (p. 163). In its abstractness, the haptic image tends to engage 

with the viewer’s memory and imagination. On the one hand, the altered aesthetic of Solaris’s 

narrative tends to capture Marks’s understanding of the role of the senses in cinematic 

representation and spectatorship. On the other hand, the temporal weightings/implications of the 

haptic image in Solaris captures Bergson’s notion of intuition, a concept upon which Deleuze 

explained the concept of subjective-image and Marks drives her definition of haptic images. In 

Matter and Memory, Bergson defines intuition as a capacity to remember another past, to take 

another perspective on the histories in play in a situation and, so, to draw on other aspects of 

reality that, while not visible to one’s eyes, are available to other organs of one’s perception. 

Unlike the common understanding of intuition as a vague feeling and empathy, Elizabeth Grosz 

(2005, p. 7) elaborates that for Bergson intuition is, in fact, a philosophical approach upon 

which ‘unique and original concepts are created and developed for objects, qualities and 

durations that are themselves unique and specific’. In her reading of Bergson’s (2005) passage 

on intuition and lived time, Grosz (2005, p. 7) notes that intuition has become a way to shelter 

the kinaesthetic relationship between the viewer and the object (image) and, thus, has a quality 

of time as a form of duration: 

[Bergson] suggests [that] the inner continuity, to which all living beings have 

direct access in varying degrees, is that through which they can access the outer 

continuity of matter and the world of objects, through which a different kind of 

knowledge is possible. 

What Grosz aims to illustrate is a form of movement that Bergson called inner continuity (or 

perceptual or kinaesthetic movement). Intuition helps the viewer to reflect upon this inner 

movement to perceive an image all over again, choosing which part of the image is relevant. 

Marks (2000, p. 42) offers a more comprehensible explanation of intuitive approach, despite 

never using the term ‘intuition’, to the image (object) when she indicates that haptic images (or 
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Deleuze’s subjective-images) pull ‘the viewer between objective and subjective poles, between 

accepting and reflecting upon a given image’. In this view, it could be argued that the multiple 

and recursive narrative in Solaris, as well as returning elements, such as the visitors or the 

protagonist’s paternal house, is a method upon which Tarkovsky produces haptic images that 

need more work on the viewer’s part to be comprehended. Moreover, through this non-

progressive narrative, Tarkovsky connects the object of outer reality such as nature, house and 

the space station to the subject of self-immersion. 

 

The visitors, in fact, are the imagination, fantasy and embodied memory of the characters that 

keep the past close to the present. When Kris visits the aged space station above Solaris, we 

grasp how he is haunted and seduced by his past—plucked from his memory and given flesh in 

the form of the alien visitors. Then, there are the viewer’s memories, through which the 

understanding of the world of the film is assembled, similarly complicated in respect of the 

actual/virtual and past/present, as evinced particularly in the repeated motif of a parental home 

and its surrounding nature. As I indicated earlier in this study, Deleuze uses Tarkovsky’s film as 

a key example in elaborating his concept of the crystal image, emphasising the importance of 

repetition in the mise-en-scène and its spatial means of reordering temporal perception. 

Specifically, both the repeated revival of a dead wife by the sea of Solaris and the repeated 

representation of a childhood home ‘the crystalizable form of the universe (the rediscovered 

dwelling)’ consolidate for Deleuze the subjective experience of temporality as captured in 

Solaris (Deleuze 2013, p. 75). In the recursive narrative of Solaris, we see how the image 

confronts ‘what cannot be represented’ and attempts to ‘bring it into dialogue with memory’, 

adrift in the ‘flotsam of history’ (Marks 2000, p. 51). Through this way, we could argue that 

Solaris’s narrative provides a figurative reference to what Lynch identifies as a mental image of 

a city that has been shaped through recursive and repetitive visits to a particular urban 

environment. As I argued in Chapter 1, our memories of space, that we store based on our 

previous visit/s to the site, assist us to make sense of space. Yet as Langer (2000) argues, 
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today’s architecture tends not to engage with humans’ memory and their temporal apprehension. 

Likewise, Grosz (2001, p. xv) asserts that architecture has this tendency ‘to neglect or ignore 

temporality or to reduce it to the measurable and the calculable, that is, to space. It is central to 

the future of architecture that the question of time, change, and emergence becomes more 

integral to the processes of design and construction’. 

 

Considering the limits of today’s architecture in terms of the experience and expression of time 

and temporal, I discuss that Tarkovsky’s Solaris offers an opportunity to see how space could 

evoke a tactile sense of time by appealing to haptic and human-crafted qualities. Besides the 

narrative, Solaris’s set design includes details that raise a memory and a sense of the past. The 

Solaris space station appears not as a shiny futuristic space, which is characteristic of the 

science fiction genre. Instead, it comprises objects, regular architectural elements and ordinary 

spaces that we might encounter in our everyday life. Unlike science fiction films that preceded 

Solaris and their future-oriented ideas around what a space station should look like, the Solaris 

station has decayed—hence, walls creep and mould grow, as though nature exists in the 

extraterrestial space and takes over the space station. In Solaris, the future is past. This has been 

strongly represented in the architectural staging of a space station, where Tarkovsky establishes 

an idea of the futuristic built environment that evokes past memories. In a way, Tarkovsky’s 

space station is a cinematic translation of Jormakka’s (2002, p. 9) notion of temporal 

architecture as ‘anticipatory, unexpected …  non-linear, surprising, mysterious, compelling and 

engaging’. 

 

Solaris Space Station: Temporal Experiences Through Embodied Movement  

Solaris emphasises space-time to undermine the epistemological grounds of exploration. It sets 

its representation of the alienating effects of space (also human perception and subjectivity) 

against the Cold War notion of outer space, reintroducing a sense of the numinous or mysterious 
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as a central part of the experience. To achieve the mysterious experience and altered human 

perception, Tarkovsky draws on what Bachelard might describe as kinaesthetic movement to 

reimagine futurity as an enduring and inescapable past. As I made clear in Chapter 2, Bachelard 

suggests kinaesthetics as a form of motion that can be experienced in an attentive stillness that 

allows us to dive inward to achieve a sort of ‘quiet daydreaming’. Considering Solaris draws on 

this kind of movement to a great extent, here, I explore how the quality of kinaesthetic or 

embodied movement, as an internal, also intuitive, mobility, invites the viewer to bring their 

resources of memory and imagination to experience motion. Hence, it evokes a temporal 

experience that no longer could be considered as the objective measure of movement but could 

be comprehended as a subjective emotion that is evoked on account of motion—Bergson’s 

notion of duration as an unceasing motion that produces emotions (see Chapter 2). 

 

To represent Kris’s journey from Earth to Solaris, Tarkovsky establishes a shot of long duration, 

wherein the grey and misty weather of early morning Kris finally falls asleep. The shot 

suddenly shows the transition from Earth to the space station through an extreme close-up of 

Kris’s head behind what might be an astronaut’s helmet. The scene includes no clear reference 

to the actual movement of space travel. But we can see that the camera moves in slow motion 

and in a sort of acute angle to the right or left (see figure 10). 
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Figure 10 Kris’s journey from Earth to Solaris, the camera moves in slow motion and in a sort of acute 

angle to the right or left. 

 

Rather than a space journey, the shot has an indication of quiet daydreaming. The time interval 

between Earth and space is epitomised by an extreme close-up of one image, which forces us 

(the viewer) to perceive the duration of the journey only through our haptic perception. In other 

words, we could argue that our perception of movement depends on our haptic vision and a 

degree of imagination. Such perception of movement resembles kinaesthetic movement, 

wherein an extended duration of space travel scene allows us to move our eyes on the surface of 

the extreme close-up of Kris’s face to perceive a motion; however, this perception of motion is 

not as a clear or precise actual movement—such is the speed of space station travel—but as an 
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ambiguous, confused, ever-changing and inexpressible motion that is ‘the object of a close 

vision par excellence’ (Deleuze & Guattari 2005, p. 493). Hence, while kinetic movement 

privileges time as a measure of movement, kinaesthetic movement privileges haptic space that 

slips into our mental framework and brings us a direct experience of time both through memory 

and the body. In the next shot, Tarkovsky positions the camera in place of Kris’s sight of the 

spaceship, viewed from inside the helmet. Surprisingly, the Solaris ocean, above which the 

spaceship stands, resembles the green water fronds from the opening scene. The transition from 

home to the spaceship, however, does not give a clear cinematic reference as to whether the 

travel is only another of Kris’s dreams or the actual mission to where he has been sent. In this 

sense, as Marks might sum up, haptic perception as the combination of tactile, kinaesthetic and 

proprioceptive functions evokes a sense of time. In this form of temporal perception, our mental 

faculty gradually becomes entangled with the perceived image via haptic (close) looking. 

 

While the scene does not include architectural imagery, it has lessons for us, the architect, to 

learn. That is to say that this scene of space travel could underline the role of haptic perception 

and mental imagination in our architectural thoughts. As I demonstrated in Chapter 2, Piranesi’s 

Carceri reveals the free-floating and dynamic quality of spaces, drawn from a purely painterly 

viewpoint to explore how visual imagery of prison may evoke a sense of time by inscribing to 

memories of the senses and beholding the eyes, which themselves can rely on kinaesthetic 

movement to evoke a sense of touch. In other words, the kinaesthetic movement is a way of 

comprehending an environment through the subjective resources devoid of spatial elements. In 

contrast, as I demonstrated in the case of Choisy’s Acropolis of Athens, the kinetic movement 

relies on space organisation and designed paths to provide an explicit map of how to move in 

the space. This latter form of movement permits an experience of time through the mechanical 

and linear measure of moments, whereas the kinaesthetic movement opens up to an experience 

of unconventional, non-chronological and subjective time, which Bergson (1950, p. 129) called 

duration (lived time) that is impersonal, confused, ever-changing and inexpressible. In this 
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view, the scene of space travel in Solaris provides an example of an environment where we still 

draw on our imagination to comprehend the movement from Earth to the space station. Yet 

neither space nor the movement has any physical points to which we could refer. In this way, 

we comprehend the temporal lapse and spatial transition by relying on our imagination, intuition 

and experiential experience.  

 

The more architecturally involved scene of Solaris—that again focuses on evoking embodied 

memory and, thereby, experiential time—is the age-worn space station. On arrival, Kris finds 

himself in a landing dock that is filthy and neglected. The space station has become worn, and, 

in one of the few long shots, the station appears small and shabby, dwarfed by Solaris’s ocean. 

Its interior shows dust, corrosion and disarray, which are the consequence of its abandonment. 

The station’s patination taps into embodied forms of perception and recollection, the haptic 

dimension of what Deleuze refers to as the recollection-image of the past, not as the absence of 

the past but rather a new state of mind—an altered new way of thinking and feeling. With its 

erosion and pale colour, the space station has a quality of a dream image in which one has a 

contradictory feeling of being in futuristic space, however, experienced through the chamber of 

memory—thanks to the uncanny work of alien intelligence. In other words, the interior oldness 

challenges the viewer to map a futuristic space out of the materials of old structures. Tarkovsky 

evokes such impression of impossible spaces and uncertain temporalities through dream images: 

‘The characters in Solaris were dogged by disappointments, and the way out we offered them 

was illusory enough. It lay in dreams, in the opportunity to recognise their own roots—those 

roots which forever link man to the Earth which bore him’ (Tarkovsky 1989, p. 199). Kris’s 

dead wife Hari, whose photograph he burned along with other memorabilia at his father’s 

house, returns alive to the space station. Through unconventional narrative and the architecture 

that has a sign of abandonment, Tarkovsky creates haptic space wherein both characters and the 

viewer puzzle over their direction in time as well as space. In the absence of conventional space 

and time, the edge between reality and the dream becomes indistinguishable and we (the 
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viewer) no longer know how to react to the situation (Deleuze’s time-image cinema). Hence, we 

slip into a reverie. In this reverie, we tend to lose track of time as a chronologically 

deconstructed time of past, present and future. Instead, we experience time as a form of 

subjective experience or time-out-of-order in such a way that confirms Deleuze’s view of time 

as not a singular phenomenon, but what might be better understood as times.  

 

Tarkovsky produces multiple yet simultaneous temporalities by defamiliarising the architectural 

imagery. What is taken for granted as an architecture of futuristic space as new and shiny is 

challenged by the interior that resembles home. The passage of time and the traces of life have 

stamped into the architectural space of the Solaris space station. The library, the bedroom and 

the laboratory include nothing but the objects and materials that we use in our everyday life. 

This is in stark contrast to Kubrick’s privileging of epic technological spectacle in 2001. Given 

the two directors’ different approaches to design elements of space, in what follows, I draw on 

the architectural space of the two films’ space stations to explore how the architecture of the 

future might be conceived as a space that draws on the multi-sensorial perception and haptic 

experience of time (in Solaris) or a space that associates with the eye alone and, hence, tends to 

limit the role of proximal senses as well as memory and imagination (in 2001). In this context, 

Tarkovsky’s proclamation of Kubrick’s film as cold and sterile makes sense, especially 

considering Kubrick’s major focus on building the expensive backdrop of 2001 as an 

architecture of outer space, with less concern about humans’ scale and their subjectivity. 

 

Sherryl Vint (2009, p. 228, p. 235) avers 2001 as a ‘journey from the “Dawn of Man” to the 

birth of the starchild’, based on which Kubrick strongly suggests ‘the technological-

evolutionary path from hominid to Homo sapiens is a dead end’. 2001 offers the grand spectacle 

of historicity, from human pre-history to emphatically authentic projections of future space 

travel. Architecturally speaking, with the heavy focus on technological spectacle, Kubrick’s film 

tends to resemble the architecture of postmodernity, of which the programmatic design and 
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visual entertainment are at stake. In comparison, Tarkovsky’s Solaris alludes to a multi-

sensorial experience of the built environment, in which the space is filled with memory, 

imagination and intuition. Hence, in terms of design aspects, both the Solaris and Discovery 

space stations have a circular shape. Yet we perceive circularity of Solaris in blunt contrast with 

that of Discovery. Solaris space station’s barrel-like corridor involves hidden corners that need 

to be imagined, whereas the Discovery space station shows the corridor with a frontal 

perspective that appears to the eyes fully and instantaneously, leaving no corners out of sight. 

Important to the effect of these types of designs is that in Solaris space station, we feel that we 

are inside the space, yet in Discovery, we are always in front of the space station. In other 

words, Solaris consists of an architectural plan that resembles Lynch’s model of pathways in 

which we use our mental imagination to move through, whereas Discovery evolves around an 

architectural plan that looks a lot like Le Corbusier’s model of gridded architecture in which we 

use our visual means alone to apprehend the space, which in Deleuze and Guattari’s viewpoint 

might be understood striated space, not smooth, given its focus on grids (see figures 11 and 12). 

 

 

 

 

 

 

 

Figure 11 The Solaris space station makes us feel that we are inside the space, Solaris (1972). 
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Figure 12 The Discovery space station makes us feel that we are in front of the space, 2001: A Space 

Odyssey (1968). 

 

This analogously brings into focus my discussion of modern architecture’s ocular bias that by 

keeping the viewer at a fixed distance tends to lessen bodily experiences. In contrast to the 

close-to-body, home-like environment of Solaris space station, which is also filled with 

memorabilia and integrated with nature, the institutional spaces of Discovery space station, with 

its metal maze, appear as examples of a ‘placeless simultaneity . . . without connection to the 

past’ (Pallasmaa 2016, p. 55). In compare to Kubrick visual treatment of space, Tarkovsky 

achieves the futuristic perception by the futurist sound effects layered over the Solaris space 

station and rustiness of the environment as if the past life materialised in the space station. The 

eroded environment once again brings into focus the role that nature plays in Tarkovsky’s films 

as a haptic element that points out a memory. Hence, nature has an utterly different character, as 

the opening of 2001 might indicate. Yet in a peculiarly similar way here too nature in its spatio-

temporal character is made strange, ‘inexplicable…undecidable…incommensurable’ (Deleuze 

2013, p. 279). In what follows, I compare the role of nature in reshaping the architecture of both 

films in order to address the argument of this thesis about architecture that is haptic and 

architecture that is optical—the first that addresses the experiential aspects of time and the latter 

that signifies the order of space for an instantaneous apprehension. 
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The Role of Nature in Altering Temporal Experiences 

The visual representation of—and engagement with—nature seems a lot more important in 

Solaris than it is in 2001. Both films open with a scene of nature: Solaris begins with the scene 

of nature that is familiar to us, whereas 2001 opens with a scene of a strikingly artificial nature, 

filmed in a precise and technical way. Yet in both films, nature is a locus of the past that later in 

the films signals the future, when space travel becomes possible due to the technological 

advancement. In other words, primeval nature in both films is a means of differentiating the 

retrograded space of the past from the advance space of the future. Solaris depicts a scene of 

nature accustomed to what we observe when we visit a landscape; yet, its recursive and multiple 

appearances throughout the film signal uncertain temporalities. The haptic character of imagery 

of nature in Solaris associates with the director’s trust in representing the existing location with 

an opportunity of subtle sound and tactile suggestions from the setting itself. In comparison, 

2001 portrays a studio-created, meticulously built nature that Kubrick designs through a 

montage of still images animated by a natural soundscape to describe a vast but indeterminate 

span of time in a pre-historical landscape. The opening of Solaris uses long takes focused on the 

quasi-domesticated spectacle of a pond adjacent to the country house. This extended duration 

immerses the viewer to nature imagery and allows them to identify Tarkovsky’s reference to an 

embodied memory in the rest of the film. Nature in Kubrick’s film, however, aims to unfold a 

straightforward narrative upon which Kubrick dramatises the transformation of early hominids 

to future space explorers. 

 

In a way, Solaris, as an exemplar of Deleuze’s crystal image, rescinds from the progression of 

time as historicity, whereas we might argue that 2001 deliberately catches the temporal 

progression and thereby lend itself to Deleuze’s movement-image cinema. Upon the distinction 

between time-image cinema that explores the experience of time as a form of subjectivity and 

movement-image cinema that alludes to time as an objective measure of movement, we can 

argue that nature in Solaris brings our attention to the moment itself, whereas in 2001, nature 
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signifies the chronological chains of moments from the past into the future. As for the theory of 

film spectatorship, because the recursive images of nature in Solaris cannot be confidently 

linked to other images through causal relationships, it invites the viewer to search their memory 

for other virtual images that might make sense of it. Hence, rather than clipping to a sensory-

motor extension, the haptic image of nature (in Deleuze’s terminology, the pure optical image) 

connects with virtual images that are dreams, fantasies and the sense of a general past (Deleuze 

1989, p. 55). Conversely, the human-made nature in 2001 corresponds to Deleuze’s movement-

image, as, Marks (2000, p. 163) might say, ‘it affords the illusion of completeness that lends 

itself to narrative’. 

 

Relating to the environment in Solaris, Steven Dillon (2006, p. 25) emphasises: 

the apparent contrast of natural Earth to outer space is also complicated at once, 

since the waving, watery images with which the film begins to recall ahead of 

time the swirling waters of the planet Solaris. Nature and imagination, or Earth 

and outer space, are therefore not opposites, but clearly related pairs. 

Put another way, Tarkovsky no longer desires to create another mainstream futuristic space. 

Instead, he, as someone who is involved with the concept of time-pressure in his book Sculpting 

in Time, seeks to produce a film of the futuristic genre in order to challenge our idea of future 

and our perception of time. In so doing, he draws on nature, the very primeval environment 

upon which Marc-Antoine Laugier offered one of the very first principles of architecture. In 

1753, Laugier published Essai sur l’architecture, offering the idea of The Primitive Hut, an idea 

which indicated a good work of architecture as the one that is shaped when the built 

environment embodies what is natural and intrinsic (Herrmann 1985). Indeed, Tarkovsky (1989, 

p. 212) overtly indicates that, in producing his films: 

the immediate impressions made … by nature, in which time will have left its 

own trace’; he continues, ‘nature exists in cinema in the naturalistic fidelity 
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[and] the more we trust nature as we see it in the frame… the finer is the 

created image. 

Therefore, when Kris steps into the extra-terrestrial space of the Solaris spaceship, this is nature 

that communicates embodied memories and signals the contrast between the familiar Earth-

bounded space and the alien outer space—the past and the future. 

 

The Role of Interior Space in Reshaping an Experience of Time 

In 2001, wonder is excited in the viewer by the futuristic, unmappable strangeness of the 

Discovery’s interior. In Solaris, by contrast, the most moving and disturbing moments of the 

film are excited not by the unfamiliar but by the familiar. In the Solaris space station, in a 

similar manner to the Discovery’s interior, multiple temporal realities are combined in a single 

cinematic space without the benefit of editing or ellipses. Yet wonder and anxious uncertainty in 

Solaris is not generated by the futuristically alien or technologically advanced but rather by the 

familiar and homely: a woollen shawl or a vase of autumn leaves. As a consequence, the most 

familiar places in Solaris space station—filled with tapestries, books and candles—become the 

strangest. By considering the different roles space and spatial organisation play in forming 

temporal experiences in the two films, this part investigates the architectural plan of the space 

station in Solaris to argue how Tarkovsky’s design of extra-terrestrial space evokes feelings and 

tactile responses for its greater emphasis on the humanistic features of space. I argue that 

Kubrick’s almost mathematical plan of the Discovery still evokes a sense of time, yet through 

slowing the accelerated forward movement of progress and suspending the teleological promise 

of its narratives. This investigation is informed by Merleau-Ponty’s theory of embodied 

consciousness, which, as I explained in Chapter 3, clarifies that the relationship between human 

perception and the world is fundamentally mimetic—meaning that the body often experiences 

sensuous similarity to the external object in the world. I explain that the architectural imagery in 

Tarkovsky highlights this role of the body as a mediator and the organ of mimicry that, in its 
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multi-sensorial engagement with space, is capable of experiencing memories of the past through 

its tactile sensorium. The visual glamour of Discovery, however, tends to keep the body at a 

fixed distance that acts as a mere observant of space and spatial spectacle. I use this comparative 

analysis to metaphorically allude to the haptic character of pre-industrial cities as opposed to the 

optical character of contemporary urban clusters that, as Pallasmaa (2000, p. 78) aptly indicates, 

have developed towards ‘the unrivalled dominance of the sense of vision’. 

 

The central architectural element in both the Solaris and Discovery space stations is that of 

‘corridor’. In 2001, this narrow hallway was represented in a way that stimulates the feeling of 

zero gravity or weightlessness, displaying the way a circular walk might lay out undisrupted 

duration. Paolo Cherchi Usai (1998, p. 129) discusses the role of the corridor in Kubrick’s films 

and describes it as one of the ‘superfluous architectural elements in terms of function’ because 

one never lives in a corridor—one just moves through it. Yet the mise-en-scène of the corridor 

in Solaris assigns a function to this otherwise ‘superfluous architectural elements’. Leon 

Marvell (2016, p. 136) notes the important geometric motif of the huge circular port windows in 

Solaris space station that stud the corridors, overlooking the ocean of Solaris: the visual signifier 

for the planet’s presence, ‘reminder of its matrixial function’. In other words, Tarkovsky relies 

on the corridor as an architectural element that could engage the viewer’s imagination and 

perception through the way it figuratively represents the chamber of recursive memories. Yet, as 

I argue here, in 2001, Kubrick draws on the physical shape and property of the corridor to 

demonstrate how space could impact the bodily movement. For Tarkovsky, as Usai (1998, p. 

128) suggests, a corridor is a place where the perception of time is entrusted ‘to clues altogether 

different from the mere presence of a clock’. For Kubrick, on the other hand, the corridor, with 

its hard-to-understand geometry of the circular shape, which also implies visual fallacies, leads 

to the experience of time as an objective measure of the decelerated movement of the space 

station and the characters. 
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In terms of architectural structure, the Solaris space station has a two-dimensional circular-

shaped floor plan, whereas Discovery has a spherical enclosed three-dimensional centrifugal 

floor plan. In this respect, Discovery’s corridor has a three-dimensional volumetric section plan, 

while the Solaris space station’s corridor appears as a two-dimensional surface similar to a 

section of a hemisphere. To further understand the distinction between the two geometrical 

shapes, we could argue that if Solaris is a möbius strip, then 2001 might be better described as a 

Klein bottle. While both corridors lead nowhere except back to where one began, their 

geometrical shapes resemble the möbius strip’s non-orientable surface and the Klein bottle’s 

boundary-less volume. Due to their architectural geometry, and considering the characters’ 

behaviour in them, we could argue that while the corridor in Solaris brings the body into space 

and thereby is haptic, the corridor in Discovery keeps the body at the fixed distance and thereby 

is optical. In Solaris, characters walk through the corridor with uncertainty while suffering from 

the feeling of confusion and dread. The camera heightens these feelings in the viewer by 

moving in a manner that it is another character and thus is not aware of the situation. Hence, it 

shows the space station narrow and keeps the corners out of sight. In this manner, the camera’s 

sluggish and confused movement, together with out-of-sight corners of the eroded corridor in 

the Solaris space station, evoke a sense of claustrophobia. Erk and Fulton (2013, p. 28) define 

claustrophobia in cinematic space, writing that claustrophobic spaces in the film are often 

characterised by long corridors, with seemingly endless corners and tight living quarters. 

Similarly, Tarkovsky uses hidden pathways in the circular and ostensibly endless corridor of the 

space station to create a sense of estrangement that, in the absence of visual information, 

engages with the viewer’s eyes long enough until they make sense of space. In a Merleau-

Pontian view of embodied consciousness, the viewer may even move their head left or right to 

decipher the hidden corners that, while are not open to their eyes, are subject to their 

imaginations and feelings. Yet in a stark difference, 2001’s corridor intends to make space alien 

through visual manipulation. Space becomes alien, and movement becomes mysterious, yet 

these estrangements are subject to our eyes than our proximal senses. 
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 The first two shots of the Discovery interior show Dr Frank Poole (Gary Lockwood) jogging 

around the centrifuge track, boxing the air. But later in the sequence, we see that he is not going 

anywhere, a nearly static figure. The camera at Lockwood’s feet as he keeps pace with the 

movement of the centrifuge makes the astronaut look like a hamster in a wheel, exposing the 

illusion of progress in the previous shots. The effect is produced by an elaborate set up of two 

types of cameras, one ‘mounted stationary to the set so that it rotated in a 360-degree arc along 

with the centrifuge’ and the other ‘a mobile camera mounted on a small dolly which stayed with 

the astronaut at the bottom while the whole set moved past him’ (O’Meara 1969, p. 108). In the 

same sequence, trick shots of the interior of the Discovery further mystify this space. One 

required Lockwood to be strapped in and hang upside-down at the top of the set while 

pretending to eat glued down food, while Keir Dullea, who plays Commander Dave Bowman, 

enters at an impossible angle. Another utilises an L-shaped set and mirrors to orient Bowman 

and Poole, once again, in spatially impossible relation to one another. Together these create a 

mise-en-scène that necessitates a certain type of movement that could be considered as a kinetic 

movement. As I mentioned in Chapter 2, kinetic movement associates with regulated and 

perfect space with implications for what Virilio (1994) might call militarism. Reflecting on 

Deleuze and Guattari’s metaphor of horseback riding, I argued that the kinetic (mechanical) 

movement converses with the speed (of the horse) that, in its a tendency to think in terms of 

quantities of movement, could limit qualitative models those of free action. Similarly, if we 

compare the movement in the Solaris space station with those that happen in Discovery, we can 

realise how the first in its capacity to offer ‘free action’ evokes emotion and imagination 

whereas the latter in its tendency to control the body raises a sense of militarism. Although in 

Thomas Elsaesser and Malte Hagener’s (2010, p. 4) viewpoint both films are considered as a 

cinema of the body and ‘postulate a certain relation between the (body of the) spectator and the 

(properties of the) image on the screen’, the analysis reveals that the way they engage with this 

body is entirely disjunctive. While the architectural space in Solaris appears to capture a 

definition of kinaesthetic movement that associates with memory and imagination, the 
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architectural space in 2001 tends to seize a definition of kinetic movement that is associated 

with the mechanical movement of the body from one point to another and thus challenge our 

spatial experience: The first requires our tactile imagination, whereas the latter depends on the 

dominance of our vision and our intellect. 

 

In the above view, the experience of temporality in the space station in Solaris is different from 

that of 2001. Time imprints itself as decay and oldness into the interior of Tarkovsky’s film, 

indicating memories of the past. In 2001, however, time is imprinted as a form of measurement 

of slow movements. 2001 includes many images of rotation and revolution ‘of planetary spheres 

crossing the rectangular frame of the screen, of satellites in orbit, and of a space station in orbit 

and revolving around its own axis’ (Kuberski 2008, p. 69). In seizing movement, 2001 

exemplifies a temporal experience of architecture that arises heavily from and depends on 

movements—of the space station or characters. Kubrick often draws on the geometry of straight 

lines and employs a right-angled viewpoint to heightens the sense of advanced technology and 

the meticulous mathematical details. Annette Michelson (1969) describes Kubrick’s cinematic 

space dominated by the conception of idea and ideality of dwelling—the ideality that best 

pictured in Kubrick’s 2001. Kubrick’s interests in the notion of ideal, rational and functional 

bring to mind Le Corbusier’s ideal of the modern city that I explained in Chapter 1. As 

mentioned, in 1922, Le Corbusier presented a plan for the Ville Contemporaine (Contemporary 

City) in which he laid out strikingly geometrical skyscrapers, highways and streets. In his search 

for a strong aesthetic view of orders visible in a grid system, Le Corbusier proposes a model of 

the modern city that relies on the dominance of vision, which in turn, tend to control the rational 

citizenry. Analogously, Kubrick designs the Discovery as an extremely compartmentalised set 

in that its entrapment, stasis and the illusory nature of rationality dictate the movement of its 

human residents. Like most of Kubrick’s interior designs, the Discovery has a clear geometrical 

order, where ‘visual symmetry marks off a walled, enclosed space, confined and made even 

more geometrical by the limits of the frame’ (Mamber 2006, p. 63). 
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Interestingly, Solaris resembles Jacobs’s ideal of the city as the one that can be experienced 

from within and through its pedestrians. As I explained in Chapter 1, Jacobs criticised Le 

Corbusier’s model of the contemporary city, indicating that Le Corbusier’s bird-eye view plan 

missed the opportunity to draw on small details within the city that residences experience in 

their everyday life. In its regulatory plan, Jacobs argued that Le Corbusier’s city tends to lead to 

a sculptural view of the environment and simplify space organisations for easier surveillance 

and control. Comparably, just as Jacobs’s model of the city engaged with the body of its 

inhabitants and their everyday activities, Solaris’s space station engages with the body and 

memory of its residence inhabitants. The characters walk through the spherical space—never 

climbing up or down like what we see in Discovery—as if they are walking on a street of their 

everyday life. Solaris’s interior consists of psychological space, where the camera is another 

resident in the space station who follows the characters in a way that it has the same limited 

information as the characters do. Through this way, Tarkovsky invites us to discover the space 

together with the characters (and even with the camera). Hence, as the film progresses, we tend 

to engage with the feelings and memories of the character due to Tarkovsky’s emphasis on a 

human-scaled, emotionally and psychologically freighted narrative. As such, just as a Jacobean 

haptic city could put us in a continuous duration, where time governs the realm of interiority, 

Solaris, by staying away from the glamour and visual effects of space exploration, puts us in an 

extended duration of time where the experience of space is subject to our tactile imagination and 

slower perception. 

 

Conclusion 

The comparative analysis of Solaris focused on the distinction between those built 

environments that could be termed haptic and those that could be called optical. Solaris draws 

on the emotional interactive relations between the characters and their surrounding built 

environments to convey an intended message about human beings and their memories. As 
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Tarkovsky (1989, p. 198) explains, ‘Solaris had been about people lost in the Cosmos and 

obliged … to take one more step up the ladder of knowledge’; this knowledge, however, is ‘a 

source of great tension, for it brings with it constant anxiety, hardship, grief and 

disappointment’. Therefore, the film and its built environment with its painterly framed nature 

and its rusticated space station no longer aim to reveal how a futuristic space might look—as the 

science fiction genre of the film demands. Instead, it focuses on the idea of temporal experience 

that, as I explained above, became a perception of the skin. In so doing, I examined how nature 

and the space of everyday life could evoke a sense of duration wherein we appeal to our 

resources of memories to make sense of the shot. Surprisingly, Solaris shares many similarities 

with ancient cities that Pallasmaa described or the model of the modern city that Jacobs 

enquired. In it, the life narrative is more important than the visual effects. This view has been 

investigated by comparing the Solaris space station with the Discovery space station in 

Kubrick’s 2001. By comparing the role of nature and corridor in Kubrick’s set, I argued that 

Kubrick’s architecture tends to be less liberating. I discussed that Kubrick’s meticulously 

designed set not only was a mathematical image flashed on screens but also encompassed ‘a 

clean authority, an order of total mechanical, electronic perfection’ (Kolker 2006, p. 146). The 

clear authority together with a precise and detailed interior of the Discovery forces the 

characters to walk, run, sit and generally behave in a way that the requirements of the set 

dictate. Stephen Mamber notes the similarity between Kubrick’s approach to design to those of 

military design, indicating that the set forces the astronauts to act like soldiers who behave 

based on the strict rules imposed by the spatial organisation. This design is in contrast with that 

of Solaris, in which characters shape space through their psyche and respond to it—there are no 

imposed authorities from outside. It seems Tarkovsky makes space for humans, although they 

are not engaging with it in the way that it was designed to be engaged. 

 

Given the directors’ two approaches to the architecture of their films, in the final part of this 

chapter, I concluded that how a haptic space evokes a tactile sense of time as a memory of the 
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past that persists in presence, an optical space brings to focus the conception of time as a 

measure of movement. Unlike Nostalgia, which I analyse in the following chapter, the focus of 

Solaris was not as much on the texture of architectural images—that could keep the eyes close 

to the surface and thus raised as a tactile sense of time—as it was on a psychologically loaded 

narrative. In this view, we could argue that Solaris brought together Lynch’s notion of mental 

imagination, Frampton’s ideal of materials as those that could be weathered and Lefebvre’s 

notion of social space of everyday life. Hence, the architecture of the film reveals how space 

could be haptic through the implementation of human-scale features. Therefore, just as 

Deleuze’s crystal image functions as an ‘objective correlative’ of the ‘“indiscernibility” of the 

real and imaginary, present and past, actual and virtual’ (Powell 2007, p. 148), Solaris 

represents nature and architecture as an objective correlative of the indistinguishability of the 

real and imaginary, the present and past and the actual and virtual. 
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CHAPTER 5.  

EXPERIENCES OF TIME IN TARKOVSKY’S NOSTALGIA 

 

Introduction 

As discussed earlier in this thesis, scholars such as Schivelbusch (2014), Pallasmaa (2000) and 

Jameson (2003, p. 708) argue that the transformation from an agricultural society to an 

industrial one produced a reorganisation of time (and space) from slowness to speed, which 

caused dramatic shrinkage of existential time and ‘the reduction to a present’. Particularly 

important to this argument is how Pallasmaa (2016, p. 78) linked this sense of flattened 

temporality to the eye, saying that ‘Vision places us in the present tense, whereas haptic 

experience evokes the experience of a temporal continuum’. Hence, in their individual terms, 

these scholars discussed the dominance of the eye—the ocularcentrism of Western culture—as a 

response to this perceived increase in speed. In architecture and planning practices, the 

emphasis on ocularcentrism has been associated with the form-driven and technical approach of 

today’s architecture (see Chapter 1). Against this background, in this chapter, I draw on 

architectural images of Tarkovsky’s Nostalgia to demonstrate the distinction between the 

visuality that is optical and objective (in case of the state of today’s architecture) and the 

visuality that might be haptic and intersubjective (in case of architectural spaces as appeared in 

Tarkovsky’s films). Next, I discuss that, while the image-driven architecture of today, which 

O’Neill (2001, p. 3) refers to as the practice of designing a ‘handsome building’, tends to bring 

our attention to the building as an object and entertaining space, the haptic images of 

architecture in Tarkovsky’s films focus our attention to sensory prompts that exist in the deeper 

levels of embodied memory, imagination and feeling—all that refer to aspects of temporality. 

 

Given that the central concern for Tarkovsky is also the question of time, common themes such 

as the memory of home and past-present identity are highly evident in his films. Relevant, then, 



181 

 

are the theories of architects of phenomenological insights, such as Pallasmaa (1995) and 

Norberg-Schulz (1980), whose work illuminates the psychology, psychoanalysis and social 

dynamic of the notion of home that is closer to life than to artefacts. Indeed, Pallasmaa (1995, p. 

3) indicates that home is not a building or mere shelter but a space that integrates ‘memories and 

images, desires and fears, the past and the present’. Building on the vignettes of Tarkovsky’s 

films presented in the previous chapter, this chapter looks at  Nostalgia to examine how it 

touches upon the notion of home as a theme upon which Tarkovsky creates mise-en-scène that 

raises the temporal experience as a form of unfocused longing and remembrance of the past life 

and previous identity. Further to the discussion of non-linear and unfocused time of 

remembrance, I examine ruins of buildings and corroded landscapes as elements that Tarkovsky 

consistently uses not just to represent the chronological order of time progression (official 

history) but to touch on the inner, non-linear and spiralling strata of individuated memory. In 

addition to the audio-visual imagery, I consider Tarkovsky’s slow-moving camera, which tends 

to place the body in durational connection with the architectural image (space) of the film. This 

extended duration brings us to the direct experience of time as a form of slowness through the 

way it raises visceral responses, which Marks (2000, p. 163) described as a particular kind of 

affection-image. This final approach could suggest that, although architecture in Tarkovsky’s 

films is image-based and two-dimensional, it reveals the significant role the body and its 

subjectivity play in our tactile sense of time in the built environment we inhabit. 

 

Plot Summary 

Nostalgia is a film that tells the story of being in exile. It carries the acute longing thematised 

through poetry. The Russian protagonist, Andrei Gorchakov (Oleg Yankovsky), has travelled to 

Italy to investigate the life of an eighteenth-century Russian serf composer, Pavel Sosnovsky. 

Sosnovsky is a historical figure who stayed in Italy for nine years and gained fame for his 

music. However, suffering from inescapable nostalgia for Russia, he decided to return to his 
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country, where shortly afterwards he hanged himself. In Gorchakov’s journey through Tuscany, 

he is accompanied by an Italian interpreter named Eugenia (Domiziana Giordano), who 

develops feelings for Gorchakov. Despite Eugenia’s seductiveness and the country’s beauty, 

Gorchakov is overwhelmed by feelings of homesickness as he walks through the ruins of the 

Italian countryside. Having been sickened by all beauties, Gorchakov encounters an Italian 

mystic Domenico (Erland Josephson), with whom he shares the spirit of longing and 

displacement. Domenico is famed for his madness and had previously imprisoned his family for 

seven years to protect them from what he thought was the impending end of the world. Like 

Tarkovsky himself, Nostalgia’s characters (Gorchakov and Domenico) suffer from 

homesickness. As the director imbues the film with his own subjective response to his 

environment, the film’s aesthetic design works to impose a psychological connection between 

the film and its audiences. 

 

Frame of Analysis 

According to the plot summary, it is noticeable that Tarkovsky endeavours to create a sense of 

the past and nostalgia even when his protagonist wanders in the space of the present. According 

to Johnson and Petrie (1994, p. 28), ‘Tarkovsky makes us share the strangeness of the 

character’s experience by forcing us to share their sense of time’. Given the thesis emphasis on 

the significance of the tactile, subjective and existential time as core to the individual 

experience, I focus on the scenes and moments wherein Tarkovsky breaks down the convention 

of linear narrative progress in order to create a non-linear temporal experience. In other words, 

instead of telling a story through the causal presentation of events (linear narrative), Tarkovsky 

breaks with the unities of narrative and its conventional subject-object relations to bring to 

attention the effects of the moment and, thereby, to evoke an individuated memory. For 

Tarkovsky the principle objective behind producing Nostalgia is the portrayal of humans 

conditions and their lived experiences: ‘I was not interested in the development of the plot, in 
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the chain of events. I have always been interested in a person’s inner world’ (Tarkovsky 1989, 

p. 204). Therefore, rather than narrative space as the means through which to understand 

temporal relations, the question of time itself as perceived by the individual subject shapes what 

passes for the narrative. What is important for this argument is the way that tactile relations with 

built environments contribute to this direct relation to time and the temporal thus modelling an 

alternative for architecture that ‘dwells in time’. 

 

Gorchakov, the protagonist of Nostalgia, is sent off to Italy, yet not as a tourist who aims to see 

the beauties of Italian architecture and landscapes—Tarkovsky likewise avoids this mode of 

representation. Tarkovsky (1989, p. 204–205) describes this in the following terms:  

Italy comes into Gorehakov’s consciousness at the moment of his tragic conflict 

with reality (not merely with the conditions of life, but with life itself, which 

never satisfies the claims made on it by the individual) and stretches out above 

him in magnificent ruins which seem to rise up out of nothing. 

Therefore, Nostalgia is a film not about Italy’s rich history and historical sites but rather about 

sorrow, a longing for absent home and a state of alienation from the world and reality. The idea 

of alienation is important here, both because it is a common theme in Tarkovsky’s films and 

because it is a psychological implication that refers, in the film, to embodied memories and 

emotions. Importantly, while film is about a character’s alienation, it is not itself alienating in its 

aesthetic effects, as it works to connect processes of memory to experiences of the environment. 

That is, the film achieves the intensity of the past and longing for a Russian home through 

Tarkovsky’s depiction of his protagonist’s relationship with Italy, especially through a mise-en-

scène that draws on tactile qualities, or the richly texturised images, and through his use of long 

takes. 
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As I discussed earlier in this thesis, Tarkovsky (1989, p. 74) does not see the mise-en-scène as 

merely the composition and movement of selected objects in relation to the area of the frame but 

as a means of showing ‘the psychological state of particular characters at a particular moment’. 

In this view, he does not compromise the subtility of the mise-en-scène in favour of developing 

a narrative. Instead, he furnishes the architectural settings of his film through his choice of 

materials that could feel, for instance, damp, weightless, cold, warm and vulnerable. In so 

doing, the buildings and surfaces are brought to life, where haptic perception plays a significant 

part in our understanding of those building and surfaces. The foggy air of St Catherine’s pool 

and its moisture, for example, produces a tactile quality, as the eye may choose between 

concentrating on figures and ignoring the voice-over speeches and poetry-readings or bracketing 

the figures and focusing on auditory registers that is, yet again, haptic. More generally, to 

engage and excite embodied imagination in the viewer, Tarkovsky uses cinematography that is 

shaped around the use of erosion, the use of off-screen sounds, the compression of space into 

two-dimensional paintings, the dissolution of the edges of figures and landscape to fog, water, 

darkness and light and finally the use of objects and still life. These techniques and qualities 

sometimes produce textural effects—especially when Tarkovsky uses erosion and water—that 

not only touch on the sensuous relationship between the viewer and the cinematographic image 

but also evoke a sense of time as a form of simultaneous perception, or what Bergson calls lived 

duration, that includes moments inside one another. In other words, Tarkovsky affects the 

conventions of narratology and characters’ performances by employing the mise-en-scène, 

which entails the design aspect of a film that involves stage design and storytelling, engages 

with sound effects and impacts the camera movements. By drawing on such a mise-en-scène 

and through visual texture, Tarkovsky invites a longer and haptic look to the environments of 

his film that in their gradual unfolding prompt a sense of slowness (embodied movement). 

Moreover, since the central notion in his film is the transmutation of the director’s life into 

screen images and, hence, the memories of the past, this slowness spills the viewer into other 

sense perceptions, enticing them to experience the past, for instance, via voice-over, the age-
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worn look of a room or still life objects belong to the past life, while staying at the space of the 

present. 

 

From a different vantage point, Tarkovsky’s use of long takes brings attention to non-linear and 

subjective accounts of time and the temporal. For instance, at the beginning of the film, when 

the director shows St Catherine’s pool through a veil of mist and a longing voice-over of  

Domenico who recites poetry, the long take challenges us to shift our focus from the linear 

progression of time (linear storyline) to the occasion that is happening on this specific moment, 

the occurrence of which is not possible at other time and under other conditions. In order to 

represent cinematically his subjective view of time as a condition of the existence, Tarkovsky 

distorts the rigid linear development of the plot. He follows the non-linear narrative and a mise-

en-scène that represents the built environment, here the pool and the nature surrounding it, as 

places of tactile imaginations and evocative contemplations. To join film materials, Tarkovsky 

intensifies the impact of the mise-en-scène by drawing on a composition of other arts such as 

poetry, drama and music. For instance, in the scene of St Catherine’s pool, through the slow and 

dramatic camera movements and through the poetic lyrics recited by the character, the 

represented image of built environments reveals hidden memories that privilege emotion over 

narrative. Through the style of an extended duration that is at the service of often richly 

texturised scenes, Tarkovsky produces sense perceptions that no longer follow the linear and 

causal logic of past and present, or what Bergson calls habitual memories. Instead, he invites us 

to experience time as a form of simultaneous perception wherein the present that passes and the 

past that is preserved appear as what Marks (2000, p. 40) describes as ‘two disjunctive 

representations of the same moment’. We could likewise understand these sensorial 

engagements in terms of Bergson’s conceptualisation of time as a form of attentive memory or a 

lived duration, non-linear modelling of consciousness, in which subjectivity, private memories 

and self-consciousness are to be found. Moreover, the way we (the viewers) might identify with 

Domenico and Gorchakov and feel a longing for a family home, childhood and country appear 
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to capture Marks’s haptic visuality, which was informed by the experiments in the subjectivity 

and enduring vision. As I discussed in Chapter 2, in Marks’s (2000) account, a subjective 

synthesis is required when looking at the surface plane of the image: where thought processes 

intervene in the perception of image (space) and inevitably compromise the objective character. 

In the case of Nostalgia, this theory of film viewing allows us to consider an altered mode of 

visuality that, instead of the optical perception, assigns much weight on the haptic perception 

that, in its suspension from the chain of events, offers a model of understanding time as a 

subjective and phenomenon based on feeling. 

 

As noted earlier, Skakov associates Tarkovsky’s cinema with slow-paced camera movements 

and long takes, which Tarkovsky refuses to close (or edit); Skakov (2013, p. 3–4) explains that 

these techniques invite ‘the viewer to put aside the narrative framework and to contemplate time 

in its pure form’. In all his films, including Nostalgia, Tarkovsky stretches out the shot duration 

and permits the viewer to fully immerse in the image of the film. Important to the effect of this 

extended duration is the way that mise-en-scène is designed to encourage imaginary or dream 

scenes alongside and amidst the existing order of the real world. In so doing, the line between 

what is imagined and what is real, as well as what is past and what is present, becomes 

confused. This confusion of the order of times in Tarkovsky’s films can likewise be understood 

in terms of Deleuze’s (2013, p. 81) crystal-image as ‘two dissymmetrical jets, one of which 

makes all the present pass on, while the other preserves all the past’. In this view of time, this 

chapter aims to demonstrate that both the work of architecture itself and the perception of time 

in the architecture of Tarkovsky’s films depend on the viewer’s attentive recognition. Through 

an attentive process, the viewer participates in and effectively completes the creation of the built 

environment on screen by relying on their reserves of memory, imagination and feeling—all of 

which are part of temporal awareness. 
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In addition to the above goal, in the final part of the analysis of Nostalgia, I aim to show the 

distinction between history and memory: the first that alludes to the linear progression of time 

and the second that involves the individual being. In so doing, I explore how mise-en-scène, 

together with the slow movement of characters and the frame, allows Tarkovsky to represent 

ruins as architectural sites that replace public histories with private memories. Just as Deleuze’s 

any-space-whatever puts the viewer in the state of ambiguity and wonderment, Tarkovsky’s use 

of ruins suspends the linear logic of history in order to force the viewer to experience the non-

linear and embodied memories. The stretching of objective time, together with the haptic mise-

en-scène that appeals to embodied perceptions in Nostalgia, forgoes a rational and functional 

approach to the built environment in favour of one that engages memory, dream and reverie. 

Gorchakov’s hotel room, Domenico’s house, the Russian dacha, the Italian cathedral and even 

the celebrated architecture of Piazza del Campidoglio no longer fulfil the intended task of 

architecture as perceived in ocularcentric terms, as they are more than just handsome buildings. 

Instead, they challenge the viewer to touch imaginations, mental images and dreams, which, as 

Pallasmaa (2001, p. 22) noted, are ‘existential experiences and images accumulated in the 

human mental constitution’. In this respect, Domenico’s dilapidated home is about more than 

shelter. In its erosion and peculiarity and its deliberately atmospheric but unserviceable 

character, this house evokes feelings and forgotten memories. Through the extended duration, 

Tarkovsky allows us to appeal to our haptic visuality to empathically perceive these forgotten 

memories that belong to the characters of Nostalgia. Therefore, we can argue that Domenico’s 

house is no longer a building to fulfil our rational sense of space but rather a place that, in its 

state of erosion, evokes feelings of the past. 

 

In summary, Tarkovsky’s rejection of conventional plot narrative, spatial agency, time and 

rhythm is conveyed through the mise-en-scène of Nostalgia. Hence, throughout the film, 

Tarkovsky divides all scenes into two categories: the scenes of Russian remembrances, the 

memory of the past; and the scenes of Italian existences, the state of the present. In view of the 
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split of time in the film, the following analysis seeks to demonstrate that for the memory scenes, 

instead of flashbacks—which is the convention of classical films—Tarkovsky appeals to a 

tactile representation by drawing on cinematographic techniques such as black and white or 

sepia colour. These variations in colour have the effect of oldness, as if the image is in the 

process of fading away in time, and flatness, as if the image is a tableau and requires 

kinaesthesia to be comprehended. On the effects of colour, Tarkovsky (1989, p. 139) himself 

claims that ‘even though the world is coloured, the black and white image comes closer to the 

psychological, naturalistic truth of art based as it is on special properties of seeing as well as of 

hearing’. This means that by neutralising colour, Tarkovsky aims to produce impressions 

through means other than the visual. Therefore, we could argue that, although these colour 

effects produced by lighting remain within the optical effects, the way the monotone colours 

and flattened depth of field draw our attention to more details captures Riegl’s (1985) category 

of haptic images, the image that in its surface-oriented representational system avoids the 

illusionistic depth and, hence, focuses our attention on its texture. We could then argue that 

these are the qualities of space that ‘are measured equally by the eyes, ears, nose, tongue, skin 

and muscles’, as Pallasmaa (2001, p. 88) would suggest. 

 

Haptic Mise-en-Scène: The Process of Memory Through Colour, Light and Darkness 

In Nostalgia, colour and the sources of lights do not impact the perception of time on their own. 

However, they could lead to an alternative perception of space through the way they invite the 

viewer to draw on their haptic visuality. In Tarkovsky’s Nostalgia this transformation of colour 

and light often produces haptic images of architecture that inspires a sense of time either as a 

form of extended duration or a perception of embodied memory—where the past, as memory, 

unexpectedly flows through the present. This section examines how Tarkovsky produces haptic 

images through colour variation and light—through cinematography and mise-en-scène. 

Tarkovsky emphasises light and darkness to connect the character’s memory of home with his 
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state of being in Italy. As a case in point, my discussion of time is informed by the notion of 

simultaneous perception, of the past (the memory of the Russian home) and the present (the 

presence of the Italian hotel room) that exemplifies Deleuze’s time-image as the co-existence of 

the past and the present. Yet the way the viewer perceives time tactilely should be understood in 

terms of Marks’s haptic images. These images, as Marks (2000, p. 177) suggests, refuse the 

visual plenitude and offer a form of Deleuzean time-image strategies that prevent an easy 

connection to narrative. In stepping away from narrative, haptic images encourage the viewer to 

engage with the image through memory. Drawing on this idea, in what follows, I offer an 

analysis of haptic images in Nostalgia, whose hapticity is gained due to effect of colour, light 

and darkness, in order to see how haptic images evoke a tactile sense of time by persuading the 

viewer to bring their sources of imagination and memory to complete the representational image 

of architecture in an extended duration of time. 

 

After his arrival in Italy and his first visit to the small ancient church at Monterchi, Gorchakov 

enters his hotel room for the first time. The room appears in a symmetrical wide-angle view 

with an iron bed at its centre. At the left side of the bed, we see a window with its shutters 

closed. At the right side, we see a wooden door frame within which we can see a circular mirror 

on the wall and a wooden chair on the floor. Gorchakov enters from the middle and throws a 

book into the right corner of the frame. We/the camera are kept at a distance, slightly high, and 

there is a distinct frame. We are not in the room until the camera slowly and unevenly starts 

moving in. We/the camera arrive within human distance around the same time that the dog lies 

down next to the bed. In so doing, Tarkovsky sets the first step in producing a haptic connection 

between our sensorium and the film’s sensorium. As a result of such movements, when 

Gorchakov lies down on the bed and begins to experience the space of his past memory 

simultaneous to the space of his present tense in the hotel room, we also are challenged to feel 

the co-existence of the past and the present due to the stillness in the geometrical layout and our 

consequent hyperawareness of movement as if we share the space of the hotel room with the 
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protagonist. This act of film viewing takes away the notion of being an immobile spectator of 

the film. Instead, it underlines the interactive character of film viewing that according to Marks 

(2000, p. 149) occurs when ‘one understands film viewing as an exchange between two 

bodies—that of the viewer and that of the film’. 

 

As Gorchakov walks around the room and kills the various sources of lights and opens, then 

closes, the shutters, we see how the room is dimmed into the dark, turned back into the light and 

then again into the dark. The space is also activated by the rain outside—we hear its dimensions 

and we see its shadows: it darkens and lightens with the storm as we watch Gorchakov’s head 

drop and the camera draws a bit closer. In the course of the four-minute-long shot, a dog 

suddenly appears from the door frame at the right. We know from earlier scenes that this is 

Gorchakov’s dog back in his Russian life. Thus, in the shot, we have an example of the 

interpenetration of the past into the present. By dissolving the scene into the edge of darkness at 

the end of the take and bringing a memory of the past into our attention, Tarkovsky invites us to 

experience the past and the present simultaneously. The uniqueness of the scene lies in the fact 

that Tarkovsky triggers this capacity to let us experience a temporal immediacy, a co-presence 

of the past and the present, as the lead up to the constant switching the sources of lights. Unlike 

mainstream cinema, which tends to take advantage of ethereal or dreamy music and/or a 

flashback cut to signal the past, Tarkovsky uses long takes to allow time to run through the shot; 

he also changes colour, light and darkness to signpost the transition from the present to the past. 

By refraining from separating the present state from the former state, Tarkovsky creates an 

impression of what Bergson calls duration, or the time that goes beyond the narrative 

convention and inter into the realm of hapticity, emotion and atmosphere of the past. Even the 

sound, which all originate from natural sources, likethe sound of Gorchakov’s footsteps and the 

heavy rain, produce haptic imagery. We are not able to touch these sounds with our ears, just as 

we are not able to touch the image with our eyes, ‘but as vision can be optical or haptic, so too 

hearing can perceive the environment in a more or less instrumental way’ (Marks 2000, p. 183). 
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We hear sounds of heavy rain and it makes us feel that we are as much outside as we are inside 

the hotel room. The sound changes into the water drops as Gorchakov’s go to sleep and, 

suddenly, we feel inside of both the room and Gorchakov’s dream. These sounds dissolve the 

boundary between the inside and outside and the past and present, inspiring a simultaneous 

perception of time and space. This use of sound is precisely what Sobchack (2005, p. 4) 

describes as a phenomenological turn to the auditory registers, as she writes that ‘sound 

originates, dominates, and shapes the image, rather than the image dominating and grounding 

(or anchoring) the sound’. Concerning the subjective temporality stemming from haptic 

qualities, Tarkovsky (1989, p. 71) says that ‘Sometimes directors shoot at high speed, or 

through a misty veil, or use some other trick as old as the hills, or bring in musical effects—and 

the well-trained audience react instantly: “Ah, he’s remembering!” “She’s dreaming!”’.   

 

More importantly, the effect of light and darkness is heightened through the change in the tone 

of the colour, from brown to bluish-grey to whitish-yellow and to pseudo-black and white. This 

colour variation signals a continuous transition from reality to dream and memory. The 

transition from full colour (although toned down colours) to black and white not only highlights 

the shift in time but also brings more details that are subject to a tactile vision. This 

neutralisation of the effect of colour is precisely what Tarkovsky himself interrogates in 

Sculpting in Time (1989). For Tarkovsky, if the colour becomes the dominant dramatic element 

of the shot, then the director turns the audience attention to image itself, whereas naturalised 

colour shifts to focus to other registers, rather than the visual. Drawing on this idea, we can 

argue that the light and darkness, as the result of the toned-down colour variation, can activate 

haptic perception; hence, the memory indicated by this use of light and darkness is embodied. 

An architectural insight into this use of light and darkness can be offered through Schivelbusch 

(1977) and Pallasmaa’s (2000) reading of light and shadow as the haptic quality of architecture. 

As I discussed in Chapter 1, Schivelbusch pointed to the transition from traditional architecture 

with its patterns of light and shadow to the nineteenth-century glass architecture and summed 
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the latter as ‘evanescence’. In that chapter, I also explained that Pallasmaa argues that the light 

and shadow provide opacity, depth, discovery and mystery, thereby inviting sensory perception. 

Considering the haptic role that light and shadow could play in space, we could observe how in 

the scene of the hotel room, Tarkovsky creates a sensory perception in the quasi-modern, albeit 

simple, arrangement of a room of everyday use. This aptitude to produce haptic perception can 

likewise be understood in Berenson’s term of tactile imagination: the ability to imagine physical 

contact with the object. That is to say that the shadow indicates the realm of the unknown; the 

darker and more mysterious a shadow becomes, the more it binds itself to the realm of 

unconscious, imagination and dream (see figure 13). 
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Figure 13 The haptic quality of colour in Nostalgia’s (1983) hotel room sequences. 

 

As a case in point, Tarkovsky often draws on the mystery of shadow to create a dream space or a 

deeper form of reality. In the hotel room scene, for example, when the room floats in darkness, the 

camera tracks in (with subtle changes in lighting) into Gorchakov, who lies almost invisible in the 
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darkness. As the camera gets closer to him, the colour changes into black and white. At the time 

that we (the viewer) are hovering over in the change to the monochromic colour to which 

Tarkovsky still has not offered a conventional clue, the dog appears in the door frame. The camera 

moves in from long shot to medium close up of the body of the character. Such effects of duration, 

of a break with the linear relation of past and present, mark the scene as an example of Deleuze’s 

time-image, an image of time where the past and the present are no longer distinguishable from 

one another. In a vivid moment, we suddenly realise that Tarkovsky is positioning us into 

Gorchakov’s dream. As a result of the long and slow interval, we listen and watch more intently as 

the scene darkens and the camera moves forward incrementally—and, as mentioned above, the 

camera is close enough that we more or less arrive in his dream space at the same time as his dog. 

The effects achieved in this sequence depend upon our experience of sensuous similarity (mimetic 

or experience of bodily similarity) with the character of the film. The pattern of light and shadow 

as it connects different spaces and different times in the hotel room is no longer subject to our 

vision alone but to our tactile imagination and a sense of lived duration. 

 

Besides the subjective and lived durational account of time, the temporality of the room can 

likewise be experienced as an objective progression of time. During the four-minute-long take, 

Gorchakov plays with the different sources of light from artificial—radiating from the bathroom 

ceiling light and the bedtable lamp—to natural, pouring in from the window. In a way, 

Gorchakov’s anxious play with the sources of light makes us feel that we are in a dark room and 

so we try to understand our environment. This behaviour is worth considering further: to 

discover the darkness, the visitor of the murky room takes a lengthier time to decipher the 

organisation of space and to walk within that space without hitting an obstacle. The visitor of 

this room tends to walk as slow as Gorchakov in his hotel room. Also, just as Gorchakov 

attempt to acquaint himself with the room, any visitor to a dark room also tends to play with the 

sources of light in order to discover hidden corners. The same impression of darkness and its 

dependence on time, also light and its association with space, could be observed through 
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examples of a Gothic cathedral and a modern building: the first that in its mysteriousness and 

slow-paced revelation tends to engage with our proximal senses, and the latter that in its 

instantaneous exposure tends to engage with our vision alone. As I discussed in Chapter 1, the 

industrial glass architecture, Schivelbusch (2014) noted, with its unaccustomed amount of light, 

put an end to traditional architecture and its customary patterns of light and shadow. I also 

explained how Frampton (1985) argues that modern buildings bring this unaccustomed amount 

of light into the interior by using artificial sources of light, whereas the natural light spectrum 

permits a consciousness of change in time, season and humidity which evoke our other 

sensations besides vision. Tarkovsky appears to be aware of this haptic impact of natural light 

when he manages the scene of the hotel room in a slow-paced duration within which the first act 

of the character is to kill the artificial lights. Next, he opens the window shutter. As soon as the 

window is opened, we experience the change in the objective markers of time—that in this 

scene are the rainy season, humidity and daytime—yet at the same time, this change evokes our 

tactile imagination as though we think with our skin, as Marks (2000) might suggest. 

 

Another scene that strongly exemplifies the relationship between the light and shadow and tactile 

experience of time is the scene of Domenico’s house. Gorchakov, who heard the story of 

Domenico’s (the madman) life from the conversation of bathers’ in St Catherine’s pool, feels a 

desire to see and talk with Domenico. Once a mathematics teacher and now an outsider, Domenico 

appears mad—for he imprisoned his family for seven years to save them from the end of the world. 

Yet Gorchakov sympathises with Domenico; Tarkovsky (1989, p. 205) writes that ‘In the eyes of 

normal people [Domenico] simply appears mad, but Gorchakov responds to his idea—born of deep 

suffering—of individual responsibility for all that is going on in the world, of each being guilty 

before everyone for everything’. Gorchakov, unable to speak Italian, asks his interpreter Eugenia to 

set up a meeting with Domenico. Despite Eugenia’s efforts, the madman, who now sits on a bicycle 

in front of his house, does not agree to meet Gorchakov and continues riding the stationary bicycle 

that goes nowhere. This time, Gorchakov walks toward the bicycle and starts the conversation:  
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Gorchakov: Excuse me! I think I know why you did that. 

Domenico: What? The bicycle? 

Gorchakov: No… Before with your family 

Domenico: I’m tired. Come in!  

In a jump cut from the outside to the inside and a few minutes into Gorchakov’s excursion 

around the house, we see a slow pan left after a zoom into Gorchakov facing forward in the 

corner, which rediscovers Gorchakov with his back to the camera. Against the soundtrack of 

Beethoven, the body divides the screen into two halves: the lit and visible half to Gorchakov’s 

right and the darkened invisible half to his left. Through the way that the camera stays close to 

the back of Gorchakov’s head, Tarkovsky produces an impression of the camera as another eye 

which attempts to discover the dark area of the frame. With an over-the-shoulder shot, 

Tarkovsky shows Gorchokov rapidly turning and walking out of the frame while the camera 

lingers on. The area of the frame includes tactile qualities such as a rough wall, dead flowers 

and a stained vase. This scene’s slow progression, together with its tactile quality, elicit the 

viewer’s embodied imagination, installing specific emotions in mise-en-scène. Such a 

participatory notion of spectatorship can likewise be understood in terms of Marks’s description 

of tactile epistemology that branches from Benjamin’s theory of mimesis. 

 

By referring to Benjamin’s essay The Work of Art in the Age of Mechanical Reproduction 

(1968), Marks explains that mimesis means to get hold of an object at very close range by way of 

its likeness. Yet this mimetic relationship between our body sensorium and the film sensorium is 

achievable if only time could be slowed down. This slow progression of time has imposed by 

Tarkovsky to the architecture of Domenico’s room by the slow-moving camera—as if the camera 

is another person who attempts to pierce the dark space. This haptic effort could also be 

compared to the experiential temporality of a Gothic cathedral, wherein the pointed arches, the 

stained glass and the horrifying ornaments of satanic creatures are illuminated to our eyes 

gradually. In the same way, the haptic pattern of light and darkness in Domenico’s house forces 
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us to pause, to hesitate and to suddenly encounter the horrific image of a dead-look doll hanging 

on the wall, which Gorchakov turns away from but the camera lingers on (see figure 14). 

 

 

 

 

 

 

 

 

Figure 14 The image of the dead child (a doll) is gradually illuminated. 

 

Considering the above two scenes, we can argue that the architecture of the window (in 

Gorchakov’s hotel room) and the frame (in Domenico’s house) no longer aims at providing a 

view, to satisfy the optical perception. Instead, Tarkovsky uses them to produce haptic images 

through the colour variations and the syntax between light and darkness. This could be observed 

in the pan around Domenico’s house where texture variations in relation to music invite haptic 

perceptions: the frame opens us to the texture of the otherwise fake Russian landscape with 

chirping sound of the birds, the camera moves and the frame shows the way Gorchakov is facing 

with the buzzing sound—as if we hear the sound that is echoing in his head, the camera pans 

around and the moving frame reveals rusticated objects such as a wooden ladder, a torn umbrella 

and a large mirror in front of which Gorchakov listens to Beethoven being played. In their 

gradual and slow unfolding and unravelling, these haptic images evoke a tactile sense of time as 

a form of slow contemplation and remembrance that touches our emotion. The gradual 

perception, as I explained, captures Bergson’s notion of duration. However, the way it brings the 

memory of the past in contact with the present through the texture of light and darkness appears 

to capture Deleuze’s understanding of Bergson’s attentive recognition, in which the perception 
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cannot extend into movement but rather enters into relations with different planes of memory or 

the images of the past. Returning to the scene of Gorchakov’s hotel room, we co-perceived the 

past, Gorchakov’s dream of Russia, and the present, his sleeping body on the bed. The more the 

camera moves closer, the deeper it digs into Gorchakov’s dream. This penetration into one’s 

dream is signalled when the rain suddenly pierces through the wall as if the wall is not real. 

 

We no longer perceive time in its linear convention of the past, the present and the future. Nor 

do we perceive time as a form of recollection, that is to call up the past, give it a body, render it 

active and thereby actual (Bergson 2005, p. 65–67). Instead, we perceive the past as a form of 

embodied memory that accompanies the present state. In other words, Gorchakov no longer 

recalls the past, but the past appears in his present state as if he has paramnesia—a form of déjà 

vu or a feeling of ‘already having been there’, ‘a recollection of the present, contemporaneous 

with the present itself’ (Deleuze 2013, p. 79). Like the protagonist, we viewers also feel 

paramnesia. This participatory form of spectatorship can be understood in terms of Marks’s 

exploration of the haptic image as a form of Deleuzean affection-image that lends itself to the 

time-image cinema. That is to say that the representational image of architecture, which has 

been texturised by light and darkness, suspends the usual extension into movement. Instead, it 

produces visceral and emotional contemplations, persuading us to feel the inner state of the 

character as much as the representation of space on the screen. 

 

Flattened Haptic Space: The Process of Memory Through Tableau Vivant  

Just as an architect might place a frame around a collection of objects to form a dynamic visual 

regime, Tarkovsky uses a cinematic frame around objects and figures to produce sensuous or 

haptic space. As I explained in Chapter 2, Tarkovsky produces this hapticity in two key ways: 

first, by using haptic and non-diegetic sound, and second, by compressing the depth of three-

dimensional space into the two-dimensional space of paintings. In so doing, just as the Egyptian 
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arts reduced the depth to the minimum and blurred the boundary between the objects on the 

plane to produce haptic space, as Riegl (1985) noted, Tarkovsky uses a frontal perspective and 

dissolves the edges of objects, figures and landscapes into fog, flood, rain, darkness and light to 

produce a tableau vivant, which ‘fastens’ (the definition of haptic in physiology, from haptein, 

to fasten) our eyes close enough to the surface of the space. Considering these two methods, in 

this part, I explore how these haptic images raise a tactile sense of time through the body. 

 

In the opening scene of Nostalgia, we see that a Volkswagen appears from the right side of the 

frame and moves parallel to the camera to reach the end of the frame at the left. Although the car 

disappears from our vision for a few seconds, we still hear the engine sound. When the car re-

appears from the left side of the frame in the foreground, we expect that the car made a loop. The 

non-visible but audible sound of the engine permits us to mentally map the movement of the car, 

similar to Lynch’s discussion of mental mapping. As I mentioned, Lynch explains that the 

architectural pathway moves along, turns around, rises and falls to allow mental mapping of space. 

Analogously, Tarkovsky pairs the visual with the audible to create a mental image of a pathway 

that moves along and turns around outside the frame. This mental imagination evokes an 

experience of time as a juxtaposition of two events that happen at the same time and can be grasped 

through our imagination. In other words, the sound of the engine, which Michel Chion (1994, p. 

32) refers to as ‘acousmatic sound’ or the sound that does not have a visible source, prompts the 

viewer to imagine a rural landscape to complete the spatial order. In other words, Tarkovsky (1989, 

p. 162) brings the act of listening to the realm of hapticity, emotion and atmosphere: 

In itself, accurately recorded sound adds nothing to the image system of cinema, 

for it still has no aesthetic content. As soon as the sounds of the visible world are 

removed from it, or that world is filled, for the sake of the image, with extraneous 

sounds that don’t exist literally, or if the real sounds are distorted so that they no 

longer correspond with the image—then the film acquires a resonance. 
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The correspondence of sound with the image to which Tarkovsky refers appears to capture 

Langer’s description of imaginative qualities of good art. As explained earlier in this thesis, 

Langer (1953, p. 72–73) explains a good art as the one that departs from ‘direct imitation’ and 

the one that falsifies vision so to produce linkage to what cannot be seen. One example of such 

good arts could be Piet Mondrian’s Lozenge Composition with Four Lines and Grey (1926), 

which by emphasising the intersection of lines beyond the picture plane affords a connection to 

non-visible parts of the image. According to art historian Rosalind Krauss (1986, p. 12), 

Lozenge with Four Lines enables us ‘to think we are dealing with materialism (or sometimes 

science, or logic) while at the same time it provides us with a release into belief (or illusion, or 

fiction)’. Similar to the way that the edges of Mondrian’s rectangles in his diagonal painting 

effectively chart the space beyond the screen (Pallasmaa 2001, p. 76), so does Tarkovsky use a 

sound design that charts space beyond the frame (see figures 15 and 16). 

 

 

 

 

 

 

Figure 15 The experiential movement of Andrei’s car in the opening sequences (Pallasmaa 2001, p. 77). 

 

 

 

 

 

 

Figure 16 Piet Mondrian’s Lozenge Composition with Four Lines and Grey, 1926. The Museum of 

Modern Art, New York. 
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Nostalgia’s opening scene is an example of how the agency of the frame is evocative of the 

mind’s ability to pair off-screen sound with the on-screen image, so as to imagine the immanent 

reality. The scene once again brings insight into the fact that architecture scaffolds human life in 

that the principle of embodied perceptions are core to human existential foothold (Norberg-

Schulz 1980). The interests in our potential to mentally map the space through our mind was of 

attention for Lynch, whose 1960s study offers insight into imageability and mental mapping in 

urban environments. This imageability also captures Merleau-Ponty’s (1964) saying that the 

body is our medium to understand the world. Hence, as Zumthor (1999), Holl (2006) and 

Pallasmaa (2016) argue, the body is a medium of experiential access to the world of 

architecture. In this very scene from Nostalgia, we do not see the space beyond the frame but 

we map it through sound effects regardless. Important to this sound effect is the embodied 

knowledge within our body to which we refer to identify and map the space in its entirety. 

 

This ability of the body to draw on other sensory organs to chart the space beyond the visual, 

into what I call the temporal, is best captured in Massumi’s (2008, p. 4) saying that ‘… what we 

are seeing, in a real way, is our capacity to see the other side. We’re seeing, in the form of the 

object, the potential our body holds to walk around, take another look, extend a hand and 

touch’. The haptic imagery of the scene in its the combination of sound, camera movement and 

an un-cut shot achieve sensuous effects, whose temporality associates with the spiralling 

journey through the circuits of memory (see figure 17). Once the sound is heard and preserved 

in our memory, it shapes a pure temporal lapse where the higher intellectual expansion of the 

memory’s circle (D) comes close to the deepest state of reality (D”). In the scene of the car in 

the field, if we consider the car as the object-image (O), we can argue that the memory image 

(A)—of the sound of the engine—is sent back to superpose the object-image (O) and create a 

perception of a complete loop. Yet this perception no longer relies on the space or visual 

properties of the frame but instead slips into our knowledge of time and the temporal. 
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Figure 17 Bergson’s (2005, p. 105) Circuit Diagram. 

 

Another cinematic technique that Tarkovsky uses to underline our tactile imagination and 

dynamise our temporal awareness is to render space through a one-point perspective. Amidst 

this spatial representation, Tarkovsky compresses the scene into a painting—a mobile tableau 

vivant that, in its flatness, mobilises our peripheral, yet haptic, vision. One of the first scenes 

that we notice this effect is in front of Domenico’s house. The camera stands in the middle of 

the field with overgrown grass with a frontal perspective, and, in a medium shot, the camera 

reveals the massive ancient façade, although some part of it stays outside the eye of the camera. 

The stone wall, obviously part of Roman architecture, is split into a row of non-identical, square 

windows above and arc-entrances of different sizes below. The façade includes asymmetrical 

arrangements of variously scaled windows and doors. Despite the antiquity of the façade, the 

way these openings are arranged has an impression of postmodern architecture. Yet, the 

materials, which are wood and Roman stone, and their composition allude to ancient time. The 

way that the building is flattened into its façade brings our focus to the surface and its details, 

instead of plunging us into illusionistic depth. In this way, instead of visual/spatial properties of 

the building, the frontal perspective returns our focus to the tactile qualities, such as the oldness 

of the windows, the ruggedness of the wall and the softness of the grass (see figure 18). 
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Figure 18 The collage of the wall of Domenico’s house created from the film shot—the frontal 

perspective brings our attention to details. 

 

The two-dimensionality and the painterly quality of the frame appeal to our haptic visuality and 

allow us to contemplate the history of the building—a form of objective temporal 

contemplation. On the one hand, the façade’s rustiness indicates the age of this building, yet, on 

the other hand, the visual orders of the shutters and openings resemble the surface of a more 

recent and newly built house (see figure 19). On this account, we might ask whether history and 

the process of weathering aged the building or whether Domenico set his house on fire (in the 

same way that he later sets himself on fire) so the materials were burnt down and became 

shabby. Hence, our experience of time swings in between a sense of history and a more private 

memory belonging to the character’s previous action. 

 

 

 

 

 

 

Figure 19 The cropped section of the facade of the Vanna Venturi House indicates the variation of forms 

of the openings (doors and windows) in a postmodern building. Designed by Robert Venturi for his 

mother in 1964, this house has influence on later postmodern buildings. 
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The painterly quality of the frame intensifies further when in a sudden shot cut, the scene of 

outside swiftly shifts into the inside of Domenico’s house. As soon as Gorchakov opens the 

wooden door, we encounter a muddy ground that as the camera zooms out appears as a richly 

textured miniature landscape with a river and mountains. The composition of this miniature 

landscape that is formed by the combination of mould, mud and algae is set alongside the 

natural, and real landscape of Italy (that sickens Gorchakov), visible from the window, creating 

a painterly image. This pictorial flatness provides a meditative atmosphere instead of producing 

a dynamic effect. Tarkovsky does not intend to represent an aesthetic of nature. Instead, he aims 

to point out the character’s longing for his motherland. Therefore, the change from a full-colour 

shot to a sepia-toned close-up of Gorchakov to the black and white scene of the mud parallel the 

landscape outside are all compressed to activate the process of consciousness and memory. 

 

Earlier than this scene, in Nostalgia’s pre-credits, Tarkovsky represents the real Russian 

landscape in black and white and as a painterly image with figures and the dog moving away 

from the camera (see figure 20). Therefore, when we encounter the miniature landscape, we 

immediately recognise it as Gorchakov’s memory image. Recalling Marks’s haptic image, we 

can argue that the embodied and unrepresentable memory of the past is encoded in the texture of 

the painterly image of the landscape. This texture also captures Riegl’s understanding of haptic 

image where the image fastens our eyes, with the eye being a vehicle that unifies us and the 

image. This uninterrupted continuous act of seeing, facilitated by Tarkovsky’s slow-moving 

camera invites us to not only observe but also complete the image by digging between different 

reserves of memories. Despite the fact that this scene still represents the landscape and tends to 

be subject to our optical visuality, it raises haptic sensations and memories of the past in its 

peculiarity and the utmost precision of details. 
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Figure 20 Nostalgia’s pre-credit scene: a Russian landscape in black and white. 

 

In contrast to a real landscape that we tend to experience based on a degree of separation 

between the body and the environment, this landscape brings the body close to the image, 

emphasising the durational unity between the body and the image perceived (see figure 21). Yet 

this durational unity has a sense of dual existence in time. The duality of existence in time 

entails Bergson’s notion of subjective time or lived duration upon which Deleuze 

conceptualised a forking model of time: the past that is preserved (or the virtual image) and the 

present that passes (the actual image). As mentioned in Chapter 2, Deleuze suggests that the two 

splits of time run after each other, refer to each other and reflect each other, without it being 

possible to say which is first. Deleuze identifies this durational quality of time as a direct time 

that can be felt rather than measured. In the tableau of the two landscape scenes, the 

phenomenon of time as a felt moment is achieved through the way Tarkovsky dwells on tactile 

qualities of seeing, which at the same time questions the ability of vision to yield a 

comprehensive knowledge. It is obvious from the scene that the memory of Russia has been 

given a physical rendering. Yet, this physical presence is just an illusion of the character’s mind, 

who sees the combination of mud and algae as a landscape. Moreover, Tarkovsky connects our 

baffled vision with the experience of the past as a form of longing. Landscapes cannot be clearly 

distinguished, and the frontal perspective heightens the indistinguishability of the image even 

further. Unsure about what we are seeing, we try to contemplate a reference point from the past 
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to which we can refer to and realise why the mud is now a form of landscape. Looking in such a 

way, we start to share the feeling of the past, the memory of home, with the character. As soon 

as our mind plunges into the character’s mind, we find the space temporal, in the sense that two 

manifolds of time are joined into a single space. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 21 The richly textured miniature landscape that resembles the Russian countryside. 

 

Within the arrangement of painterly image, another style that makes the environment of 

Tarkovsky’s films temporal is the immobile figures who stand in the middle of the frame in the 

manner of still life. These immobile characters, who often look at the camera as if they are part 

of a tableau, are often dissolved to the architectural setting by way of fog, water, darkness and 

light. Experience of time in these sequences could be understood in terms of Deleuze’s any-

space-whatever, a disconnected space that opens to still life and breaks the motor situation (we 
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no longer know how to react toward an immobile character who stares at us). Instead of a 

‘stimulation and a response’ (Deleuze 2013, p. 47), the image provokes evocative thoughts, 

whose temporality is associated with recollection or dream-image. In this dream-image, 

principles of indeterminability and indiscernibility no longer allow us to realise the distinction 

between real or imaginary, Deleuze (2013) suggests. As a case in point, the absence of a 

discernible and narrativised space challenges us to make sense of setting through our layers of 

memories. Hence, instead of spatial orders and the visual means, we tend to apprehend the 

situation through temporal stimulus and via proximal senses. The scene that could best 

exemplify the use of immobile figures as temporal prompts is the scene of Domenico’s speech 

in Piazza del Campidoglio. 

 

In the dramatic scene, Domenico decides to set himself on fire after his long speech over the 

statue of Marcus Aurelius. As the camera pans around, we see that his audience, a crowd of 

apparently lunatic onlookers some of whom look like fugitives from a mental hospital, are 

motionless and looking straight into the camera (see figure 22). In the silence of action, there are 

a few movements in the manner of street pantomime. As I mentioned, Campidoglio is the 

architectural design of Michelangelo for the remaining of Capitoline Hill in the sixteenth 

century. The square, Cordonata and the slow-rising staircase that leads from the bottom of 

the Capitoline Hill to the Piazza are part of the Renaissance style architecture. However, the 

way that the motionless audience is arranged in this historic site, on the one hand, strengthens 

the painterly effect of this architectural space and, on the other hand, links the celebrated 

architecture to a memory, a dream that does not include any reservoir of the official history of 

the piazza. Considering Marks’s distinction between official history and private memories 

discussed in Chapter 2, the pictorial flatness of architecture of the Campidoglio tends to turn the 

viewer’s attention toward the deeper strata of reality, the inner state of human beings. By 

drifting away from documenting the rich architectural history of the piazza, Tarkovsky focuses 

on representing Domenico’s feelings. By portraying other people in society as being as much a 
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lunatic as Domenico might be, Tarkovsky turns the historical space of the piazza to the place of 

evocative contemplations. The director invites us to experience the extent of inner and 

experiential complexity of life by drifting us away from the grandiosity and beauty of ancient 

history. Domenico and his audiences, as well as Gorchakov, Sosnovsky and Tarkovsky himself 

behind the scenes, show significant psychological doublings and identifications with each other. 

On this account, and by flattening the scene and reducing the reality of the built environment, 

Tarkovsky forces us to share the same psychological identification. Just as Domenico suffers 

from memories of his past life and is trapped in two spans of time, so do we experience a 

temporal displacement, a sense of inner movement between the nexus of the past and the 

present. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 22 Lunatic onlookers, some of whom look like fugitives from a mental hospital. 
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A method of compressing space into a painterly image can likewise be understood in terms of 

Deleuze and Guattari’s (2005, p. 479) smooth space, as a space that is filled by the events and 

circumstances, rather than forms and objects: ‘it is a space of affects, more than one of 

properties’. By reducing the space into the space of painting, we can argue that Tarkovsky 

emancipates the space from its objective properties to emphasise its affect and emotional 

impacts. These flattened images also bear a resemblance to Deleuze and Guattari’s analogy of 

the desert as a haptic or smooth space. As I mentioned in Chapter 2, Deleuze and Guattari argue 

that we are never ‘in front of’ a desert and, at any spatial positioning, we are always ‘in’ the 

desert and experience it through a close-range vision that may be as much visual or auditory as 

tactile. The painterly image of Campidoglio likewise drags us into space, for space is composed 

of planes parallel to the screen and does not allow us to have a complete illusion of depth 

through our distanced vision. Therefore, it is tactile, rather than visual. Moreover, as Tarkovsky 

often does, he adds his unconventional, slow-moving and thought-provoking camera to the 

impulsive acts of the characters. The movement of the camera, together with our state of being 

‘in’ the piazza, tends to transform our sense of time as a linear order of history. We no longer 

see Piazza del Campidoglio and say: it is the historic architecture designed by Michelangelo. 

Instead, we engage with a place that, in its pictorial flatness, forces us to contemplate reality 

through a deeper level of memory and imagination, which remakes our existential experience. 

 

Partial Buildings: An Experience of Time Through Imagination 

As discussed earlier in Chapter 3, architecture and nature are dominant motifs in Tarkovsky’s 

films. Historical sites, eroded buildings, abandoned wastelands, drowning cathedrals and 

burning houses are some of the images that repeatedly appear in his films. In their state of 

ruination and through their incompleteness and partiality, these buildings require more than a 

visual effort to be comprehended: They need our imaginations. As discussed earlier in this 

thesis, imagination highlights the experiential account of time through the way it connects the 
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Figure 24 Domenico's house: a frontal view of the inside. 

 

As the characters walk, we see a stand-alone door fixed to the ground with a thatched wall. 

Although all pieces of furniture in the room are real, the visual treatment of Tarkovsky through 

a richly texturised mise-en-scène—with sound and eroded materials—makes them memory-

objects. In their unusual and unexpected relations, these memory-objects suspend our sense of 

conventionality and call forth our imagination. We can argue that we no longer see Domenico’s 

bedroom as a sheltered and protective room but as a room that was witness to Domenico’s 

excruciating life. This unrepresentable and agonising memory of the past is encoded to broken 

objects such as a bed stand, mirror and shelves, as well as eroded elements including the door, 

walls and windows. Through an unusual and unexpected compositions of, and conflicts 

between, real, albeit eradicated elements, Tarkovsky invites us to use our imagination, to 

complete the partial wall around the door and to divide the bedroom from what was once 

perhaps a study. Through the harmonic sounds of raindrops landing on the different-material 

containers, Tarkovsky invites us to imagine which ceiling is porous and which one is 

impermeable. Perhaps, this might be an exemplar of the architecture of the room, which no 

longer can be understood through spatial organisations and with the assistance of the eye. 

Instead, it appeals to our other senses and forces our imagination to complete the room by 

drawing on our own resources of subjectivity and memory. Returning to this thesis’s question 

about the significance of time in our experience and considering Domenico’s room, we can 
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argue that in the absence of the space, it is a tactile sense of time that shapes our perception of 

the built environment. This near-monochromatic scene, with its sound, light and texture and its 

tableau-like quality, holds our gaze for some time in order for us to reach a deeper level of 

consciousness to contemplate and complete the image of the room. 

 

Haptic Ruins: History Versus Memory  

As I have argued in chapter 2, the ruins are instruments of both the objective time, in the age of 

the building, and the subjective time, as the memories and imaginations that the building evokes 

through its historicity and incomplete forms. Building upon these two views of time, in Chapter 

3 I explicated that, for Deleuze, history is the linear order of events that can be observed by ‘the 

spatial vision’, whereas memory is a spiralling process that requires ‘the temporal vision’ to go 

deep inside the events (Bergson 2005; Deleuze 2013, p. 297). On this basis, and considering that 

Tarkovsky is more inclined toward representing memory images, I argue that ancient 

architectural sites and ruins of Italian cathedrals in Nostalgia do not aim to unfold their 

historical values before our eyes; rather, they work to engage with our memories of the past. 

Moreover, their unfinished form encourages a creative mind to finish the eradicated bits and 

pieces based on the previous architectural knowledge we might have gained through a textbook 

or an image. 

 

As Zucker (1961, p. 119) argues, since the Renaissance era ruins have had a unique position in 

the visual, emotional and literary imaginary of people. Yet, in eighteenth-century England and 

Germany, the human desire to experience and read time through architecture appears as a 

tradition of designing and building artificial ruins that emphasised decorative values. On a more 

contemporary context, Huyssen (2006, p. 7) raises a concern with the decorative value of ruins, 

writing that the obsession with post-war ruins has developed in Western Europe and the 

countries of the northern Atlantic as part of a much broader discourse about memory, trauma, 
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genocide and war—yet in a non-substantiated and superficial way. But looking at Tarkovsky’s 

Nostalgia, we could vividly observe how Tarkovsky draws on the authentic value of ruins as the 

sites of remembrance and creative imaginations. Perhaps Nostalgia’s final scene is an exemplar 

of the way ruins could evoke embodied memories and feelings that, by going beyond our optical 

perception, allow us to experience time in a haptic way. 

 

Nostalgia’s epilogue is one of the perfect examples of Tarkovsky’s interests in the painterly 

frame, particularly that of the early Renaissance paintings with their symmetrical arrangement 

and one-point perspective. The scene opens with a medium-long shot of a landscape within 

which Tarkovsky organises different elements in a pictorial manner. The Russian dacha is at the 

centre of this frame in depth. A layer closer to our eyes is the row of the trees and a hill at the 

left side. In the foreground, we see Gorchakov and his dog sit in front of a pond in the manner 

of still life (see figure 25). 

 

 

 

 

 

 

 

 

Figure 25 The epilogue shot: the Russian house. 

 

We could see that, besides the landscape, the house and the dog, the character is also part of 

Tarkovsky’s frame. By not giving the characters an instruction about narrative progression, 

Tarkovsky turns the characters of his films into yet another object, an element that becomes part 

of the image composition. This tableau signals a memory, a nostalgia and an emotional 
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relationship to the past. The camera starts zooming out lyrically and begins to dynamise the 

two-dimensionality of the frame, giving it a sense of three-dimension. This three-dimensionality 

could likewise be understood in terms of Berenson’s research on perceptual psychology. As I 

mentioned, by analysing Florentine school painters, Berenson argues that through a visual 

impression, a painting can arouse perceptions of movement and proprioception in the 

imagination or even in the body of the viewer. Hence, the sense of touch gives us a sense of 

depth, a third dimension and the test of reality. Similarly, we can argue that Tarkovsky, whose 

painterly frame of Russian dacha aims deliberately at touching us, provides a haptic experience 

of space and time despite the fact that Tarkovsky flattens the shot. 

 

In the pond before Gorchakov, we notice the reflection of some Roman arc-windows that do not 

have any external references to the scene outside. As the camera zooms out, it appears that the 

Russian dacha is a miniature, small-scale landscape inside the huge Italian cathedral and the 

three reflected windows are of the front wall of the Italian cathedral (see figure 26). 

 

 

 

 

 

 

 

 

Figure 26 The epilogue shot: the miniaturisation of the Russian house within the cathedral. 

 

This image within the image (or, space within space) is as much about the past as it is about the 

present. The indiscernibility of the two timespans is provided by the slow-moving camera that 

provides the scene with a continuous duration. The scene elaborates an understanding of various 
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fragments of time that are thrown into the haptic image that need to be contemplated over an 

extended duration. We perceive time in two ambivalent ways: one by empathising with 

Gorchakov and his longing for his Russian home and the other by remembering ancient Rome. 

Yet neither of these temporal experiences refers to our experience of time as history. 

Gorchakov’s memory of the Russian house is given a body in the presence of the Italian 

cathedral as if his dream comes through. Through the way that Tarkovsky puts together the ruins 

of historical architecture with the fullness of Russian house not only dynamises imaginations but 

also highlights the vast edifice of memories. Hence, we can argue that Tarkovsky represents time 

aesthetically. Moreover, the synthesis of visual imagery of ruins with Russian folk music and the 

black and white colour as well as the slow movement of the camera produces architecture that 

becomes a visceral and emotive perception of the skin. In this vein, we can argue that the 

architecture of this scene allows us to experience time as a form of imagination and mimetic 

perception of the embodied past that, although not ours, still touches us. 

 

This should be noted that when modern architecture and a historic site come together, they 

could prompt a similar awareness of time in their viewers. This, of course, is not a new 

approach to architecture. Contemporary scholars such as Makower, Stoner and Eric Parry speak 

about the way that the old buildings and streets, with their special textures and atmosphere, 

should be thoughtfully preserved as an ideal of buildings, which ‘age gracefully’ (Makower 

2016, p. 139). When this thoughtful process of preservation comes to attention, the dialogue 

between the new and the old could include a reverberation with the city at its core (Parry 2016, 

p. 41). Yet over the past half-century, Stoner (2016, p. 18) aptly says that ‘time’s pulse has 

quickened exponentially. Escalating technological innovation has produced a market economy 

of planned obsolescence, and globalisation has engendered rapidly destabilised or expanded 

systems of belief’. These transformations challenge the ideal of preserving and integrating old 

fabric with modern buildings. Instead, these buildings and sites are abandoned, demolished or 

deconstructed in order to be replaced with new constructions. 
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Certainly, there is nothing wrong to make new spaces, yet as Jacobs (1992, p. 187) argues, 

‘Cities need old buildings so badly it is probably impossible for vigorous streets and districts to 

grow without them’; she continues that, by old buildings she does not mean historical sites, but 

rather ‘a good lot of plain, ordinary, low-value old buildings, including some rundown ones’. As 

a case in point, the remaining of the old and its juxtaposition with the new, as Tarkovsky’s 

Nostalgia shows, takes on a new dimension in the memory of us (the viewer) and lets us appeal 

to an alternative mode of understanding architecture beyond spatial/visual. Important to the 

effect of such an architectural staging is that we can gain knowledge of space through tactile 

relations with built environments, which by contributing to our embodied memories permit us to 

experience two manifolds of time which now come together in one space. 

 

Conclusion  

Through a visual content analysis of scenes of Nostalgia, this chapter revealed how tactile 

relations to the built environments could prompt a direct relation to time and the temporal. I 

pursued what I believe are the most interesting and least theorised aspects of Tarkovsky’s 

cinema, namely the many strategies the director uses to evoke a sense of time from the 

otherwise audio-visual images of built environments. Although vision is the sense most often 

associated with control and with signs and symbols, I showed the ways Tarkovsky turned this 

vision to a means of tactile experiences. More vividly, Tarkovsky provided rich environments of 

light and darkness that in their blockages of visual information inspired a sense of mystery and 

discovery. The use of off- and on-screen sound was another method that not only created rich 

ambience but also advanced the ability to mentally map the space beyond its visual prompts. 

The vividly texturised images of nature and buildings through fog, water and mud were another 

quality of Tarkovsky’s Nostalgia. These tactile qualities help the director bring to life the 

objects and surface that behold our eyes for some time until we start sharing feelings with the 

characters. Through this sensuous similarity (mimetic or experience of bodily similarity) with 
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the character and the image of Nostalgia, Tarkovsky stimulated a sense of temporal as a form of 

inner movement between the nexus of the past, the present and the future. In this view, as 

shown in this chapter, the unconventional, slow-motion and thought-provoking movement of 

the camera, together with the impulsive acts of the characters, ruptured our chronological sense 

of time and forced us to engage with the haptic image of the film so as to complete the image in 

the deeper levels of memory and imagination. 

 

In summary, through these methods and tactile strategies, Tarkovsky produced haptic images 

that offer what Deleuze identified as time-image cinema, in which plot narrative, spatial agency, 

perception and time are disarticulated. Instead of an easy connection to narrative, Nostalgia 

encouraged the viewer to engage with the image of architecture through memory. As explained, 

the story predominantly happened at the level of mental imagery—for example, Gorchakov’s 

constant daydreaming about his life in Russia and Domenico’s utterances that constantly 

referred to stories of his past life. These narrative spaces emphasised the importance of the past 

that, while are absence to our vision, required our mental efforts and imaginations. In this view, 

haptic images of Nostalgia were subject to discovery through our tactile sensation, and our 

relation to this film was rather interactive and subjective because we are continually forced to 

reassess what is happening on screen through our haptic vision. Drawing on this idea, in the 

final part of this chapter, I made a case for the juxtaposition of old and new buildings that in 

their togetherness tended to confuse our idea of space and linear time. Through this 

investigation, it could be suggested that how architecture could embrace new buildings in its old 

city fabrics so to include haptic qualities that in their emphasis on our dimension of experience 

expand our knowledge beyond the spatial and include the temporal. 
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CONCLUSION 

 

The central tenet of the Slow philosophy is taking the 

time to do things properly, and thereby enjoy them 

more. Whatever its effect on the economic balance 

sheet, the Slow philosophy delivers the things that 

really make us happy: good health, a thriving 

environment, strong communities and relationships, 

freedom from perpetual hurry (Honoré 2004, p. 278–

279). 

 

My question about the temporal experiences in architecture occurred to me when I first moved 

from my native Shiraz to Tehran, to study architecture. As I described in the introduction, 

Tehran appeared to be a chaotic city wherein the pulses of life had been unaccountably 

quickened. The obsession with raising buildings more and more in less and less time has 

gradually turned Tehran’s built environment into an amalgamation of buildings in bad taste and 

urban infrastructures that took away an opportunity to slow down and to experience. This was 

more ironic in light of the fact that our professors at the school of architecture at the Art 

University of Tehran taught us how to build and organise space aesthetically. Following my 

interests in the question of time, I started to hypothesise that the problem is that the preference 

to make another place that could be aesthetically yet at the same time visually pleasing—the 

ocularcentrism of architecture—made us forget about the dimension of time in our architectural 

thoughts. Drawing on this hypothesis, what I demonstrated in this thesis was that this tunnel 

vision of space as the prime-concept-at-stake in architecture could be considered as the outcome 

of a Western model of thought, an ethic of wisdom and intellect through what is seeable. The 

binary between space as seeable and time as sensible, as I described in this thesis, is best 
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understood through Jameson’s saying that for postmodern architects space is the realm of 

exteriority whereas time governs the realm of interiority. This division between space and time 

could best explain the serious repercussions in how, in architectural studies, space is the main 

phenomenon and seeing is the primary sensual activity. The long practice of rewarding ‘the 

handsome building’ or the one that is ‘innovative in appearance’, as O’Neill (2001, p. 3) 

propounded, is vivid evidence of the dominance of space and primacy of visual knowledge, the 

consequence of which is the tendency to abandon sensorial knowledge of the built environment. 

 

In light of the above discussion, this thesis focused on the conception and expressions of time as 

a concept that could bring to attention the significance of sensorial knowledge, or haptic 

experiences. The importance of memory ‘as part of our existence in the environment’, as 

Bloomer (1977, p. x) writes, is sadly characterised as ‘nostalgia’ and is denied in architectural 

practice and education. Even after a generation of emphasis on the significance of memory and 

its tendency to give us haptic experiences, as I illustrated in this thesis, architects are still 

preoccupied with one type of perceptual experiences: the visual. This emphasis on the 

singularity of visual means has contributed to a thriving culture of visual control and 

consumerism, pertinent to the objectives of capitalism. In this view of architecture as an object 

of visual pleasure, buildings and city spaces no longer offer an ambience for evocative 

contemplations. Instead, they are image-driven commodities made for the eyes. As this thesis 

suggested, the commodification and objectification of architecture have a reciprocal exchange 

with the culture of speed. That is to say, on the one hand, contemporary materials enable the 

rapid construction of infrastructure that, in turn, encourages rapid movement through space. Yet, 

on the other hand, these rapidly produced buildings and environments turn architecture into a 

commodity for the hurried consumers of stock markets, the consequence of which is the loss of 

experiential and existential footholds in the built environment we inhabit (Jameson 2003; 

Pallasmaa 2011).  
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With the issues around the primacy of speed and sight, this thesis turned to architectural studies 

that draw on the significance of bodily knowledge and experiential aspects of the built 

environment to remind of the beneficial contribution of slowness and being temporally 

sensitive. Yet, the aim of this review of literature in architecture was not about ‘doing 

everything at a snail’s pace’ (Honoré 2004, p .25) nor it was an attempt to return to a pre-

industrial utopia—as was of concern for architects such as Pallasmaa and philosophers like 

Harries. On the contrary, the objective was to elaborate on the significance of haptic experiences 

and the way they inspire an experience of time as a form of a memory or an embodied 

movement. In this view of time, this thesis approached cinema to illustrate how architecture 

fails to address the temporal possibilities of the haptic despite its greater potential in 

appreciating the slowness and other modes of gaining knowledge—that is, through other senses 

(besides vision). Having made this argument, I explained that although cinema is an entirely 

eye-dependent medium, it started experimenting with aspects of haptic experiences and effects 

of slowness as an alternative and more substantiated way of understanding the environment. 

Tarkovsky’s cinema strongly engaged with the temporality of mise-en-scène, the otherwise 

architectural staging of a film, to infer the non-compromising role the memory and the slow 

movement play in our temporal awareness. In Tarkovsky’s films, the viewers in general and 

those who are concerned about architecture more specifically once more find this opportunity to 

contemplate the built environment in the dimension of contemplative memory and unhurried 

movement—hence, the dimension of time. The temporal dimension of architecture could not be 

investigated if it was not for haptic qualities of Tarkovsky’s cinematic images that, instead of 

focusing on the spatial arrangement of things inside the frame, concentrated on tactile qualities 

of light and darkness, sound and colour, ruins and soaked nature (and buildings), the haptic 

qualities that in parallel with the subjective, slow and probing camera movements inspire a 

sense of what musicians call the tempo giusto. As I explored through Tarkovsky’s films, for the 

built environment we experience, this tempo giusto could be interpreted as the slower 
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movement that in its tranquillity allows memories, that might or might not be ours, to be 

evoked. 

 

To justify analysing Tarkovsky’s temporally informed films, and to pursue an argument 

concerned with how our temporal experiences of architecture in films are as real and tangible as 

those that we might gain in the physical built environment, this thesis employed Marks’s theory 

of haptic visuality. The theory enabled me to understand another form of visuality that, instead 

of satisfying objective encounters, brings to attention the capacity of the eyes that in their 

intersubjectivity, attentiveness and emotive placement can function like the sense of touch. 

Expanding my knowledge around this second form of visuality, I reached out to the art 

historical studies of Berenson, Riegl and the more recent scholar Langer, on the one hand, and 

philosophical and conceptual queries of Bergson, Deleuze and Guattari, on the other hand. By 

relying on these materials, this thesis provides a methodical approach to visuality, which by 

fastening to the texture of images could raise a sense of intuitive movement or could inspire an 

embodied memory—or both. One example that particularly inspired my writing (although I 

have only mentioned it once throughout my thesis) was Langer’s example of looking at a spiral 

while seeing the act of spiralling. This example illustrated that non-visual or unrepresentable 

knowledge is couched in a visual form and, through an attentive act of looking, we could 

haptically perceive the intrinsic and embodied movement and memory—as was the case with 

films that I examined in this thesis. In other words, this example of perceptual psychology 

permitted a frame of discussion about the act of seeing that evoke memories and movements 

that could be experienced through the body. In this view of subject matter and by looking at 

Tarkovsky’s Solaris and Nostalgia, I revealed how the act of haptic looking is, in fact, a 

temporal effort on the part of the viewer. Firstly, haptic visuality indicated an extended duration 

of time that the viewer expends to make sense of space through their senses. Secondly, haptic 

visuality was capable of evoking embodied memory for its attention to haptic details that slip 
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away from the visual registers and thereby require further effort on the part of the viewer to 

comprehend environment through their reserves of memories. 

 

On this account of time and cinema, it does no longer matter that cinema is two-dimensional 

and audio-visual—in contrast with architecture that is three-dimensional and is more engaged 

with the skin as such—for the reason that the question is not how temporalities achieved in 

films could have a replica in architecture. Instead, what is at stake, as this thesis has 

demonstrated, is that cinema, in spite of its limitation, could draw on strategies to extract a 

memory from the limitations of audio-visual images. Tarkovsky’s Nostalgia and Solaris, in 

particular, revealed the cinematic abilities to procure haptic space that, in their gradual presence, 

inspires a tactile sense of time. Nostalgia was an exemplar of how nature and architecture could 

be texturised through fog, water and fire, light and darkness, sound and silence, pictorial 

framing and the concurrence of old and new, wherein past and present were integrated by slow 

and continuous camera movement. Solaris was an exemplar of how recursive nature and the 

decayed futuristic architecture of the space station could narrativise space in a non-

chronological manner—the architectural settings that, through their appeal to our mental 

imagination, bring a quality of moment that we can feel as humans. It is worth mentioning that 

architecture has already touched upon the quality of materials that could age gracefully; or the 

sensual quality of juxtaposing modern buildings in an old city fabric; or tactile qualities of 

water, sound, light and colour; or inertial qualities of pathways that permit mental imaginations. 

Kahn’s constant concern with light and shadow in his building, Wright’s use of water as part of 

his designs, Aalto’s use of materials that could age well and the contemporary architecture of 

Zumthor’s that has a combination of all above are evidence of such effort to bring into our 

architectural practices the significance of tactile qualities. Henceforth, in this not very new 

approach to the task of architecture, this thesis turned to Tarkovsky’s cinema to reveal how this 

tactility could inform our knowledge of time. My examination of Tarkovsky’s films vividly 

demonstrated that the tactile qualities that architects have often associated with space 
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sensibilities and spatial perception are, in fact, materials that point at and stay within our 

knowledge of time. In this new approach to architecture, then, instead of examining how haptic 

qualities point our perceptual sensibilities of space, I examined how these qualities could 

provide a slower architecture that in its slow progression allows us to imagine and to reach 

memories of the past, all which reside in the temporal. 

 

In this view of tactile qualities as temporal drives and as a means to produce a slower ambience 

of built environments, this thesis sees itself as inspired by a few architectural studies undertaken 

as part of the Slow Movement that began to cultivate over the past few decades. Started by the 

leading proponent of declaration and founder of Slow Food, Carlo Petrini (1986), the idea of 

slowness morphed into Cittaslow or slow cities in 1999, while the term slow movement is 

coined by Honoré, author of In Praise of Slow, in 2004. As I explained in this thesis, the film 

critic Ciment first identified the “cinema of slowness” in 2003, which later became known as 

slow cinema (Flanagan 2012; Hwee Lim 2014; Jaffe 2014; Koepnick 2014). In architecture, the 

idea of slowness as a strategy and a decidedly modern practice is initiated in Pallasmaa’s 1996 

study of The Eyes of the Skin (2005) and his 2000 essay of ‘Hapticity and Time’. Yet a more 

comprehensive and more direct study on the relationship between slowness and the conceptions 

and expressions of time was taken by Pallasmaa throughout his 2016 essay in the anthology of 

Architecture Timed. Although the thought on haptic architecture and slowness has its advocates 

among contemporary practitioners and theorists such as Holl, Zumthor, Richard Leplastrier and 

Glenn Murcutt, over the past three decades its traces are so inconspicuous in architectural 

schools that, if studies like the one that I undertook here do not take on in a more continuous 

basis, it tends to be obliterated over time. 

 

On this avenue, and through an interdisciplinary approach, this thesis not only demonstrated the 

significance of other modes of knowing besides visual but also revealed the capability of 

cinema in allowing us to fully understand the significance of haptic qualities that not only could 
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produce slower ambient but also could inspire memories. It demonstrated that for us to 

appreciate the experience of time, we need to experiment and examine new outcomes that are 

emerging from concepts and theories in other fields of studies. With its potency in creating a 

platform for conceptual imagination of time and the temporal in a haptic and direct interaction 

with its audience, cinema can be seen as an indispensable expressive practice through which 

architecture can envisage the necessary means to cope with the primacy of space and vision. To 

fully benefit from such potency, as demonstrated in this thesis, cinema studies should engage 

more directly with phenomenological theories (those of Bergson and Merleau-Ponty, in 

particular) to reveal the significance of haptic experiences and their temporal implications for 

the viewer of architecture of the film. 
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