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ABSTRACT 
 
 
Everyday we engage in rituals that temporarily affect, alter and transform us in some way. For 

example, our everyday eating rituals transition us from states of hunger to states of 

satisfaction. Our daily cleansing rituals transform us from one bodily state to another, 

temporarily altering and changing the body both physically and psychologically. By being 

engaged in ritual, we are also engaged in processes of transition and transformation. 

 

We perform these everyday, domestic rituals in the privacy and intimacy of our domestic 

interiors. Behind the domestic façade we repeatedly and ritualistically engage in our most 

private acts of occupation, embodied and expressed through our rituals. Within the interior, 

the body moves in and out of rituals, constantly engaged in processes of separation, 

immersion and return. We are temporarily changed, altered and affected by our engagement 

in rituals, whether we are aware of it or not. The interior is inextricably bound to ritual, just as 

ritual is inextricably connected to the interior.  

 

However, in today’s contemporary society, I argue that we have suppressed particular ritual 

attributes, including experiences of collectiveness, connection, social bonding, creativity, 

liberation, return to self and bodily change and transformation; instead, in today’s 

technologically-driven and time-demanding society, rituals have become mechanisms 

enabling us to efficiently and repeatedly perform everyday tasks, with little or no conscious 

intervention on our part. The privileging of ritual attributes, including speed, predictability, 

routine, regimentation and control, have had a profound effect on the role of ritual in 

everyday life. I argue that from a contemporary western perspective, rather than rituals 

enriching our lives, they enable us to live our lives in efficient, regimented and disciplined 

ways. We engage in ritual processes in sub-conscious and suppressed ways, experiencing 

ritual and the interiors in which we perform them in disconnected and disengaged ways. In 

contemporary society, we have lost the intimacy, immediacy, sensitivity, and emotional and 

instinctive connectivity, that ritual has the power to provide us with.  

 

The connection between interiors and rituals is the core of this research. It is a profoundly 

significant relationship that has not been given precedence or dominance in the fields of 

Interior Architecture or ritual studies. Through this research, I seek to address this poignant 

and critical gap, bringing to the forefront and making explicit the interior dimension of ritual. 
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This research has developed from my inherent belief that the interior, bound to ritual, plays a 

significant role in the structuring and conditioning of the body’s everyday performance and 

experience of rituals. Interiors are both shaped by, and shape, ritual processes. Interiors 

influence the way we live, in ways that are under-estimated and under-valued in our current 

society. The design and construction of interiors shape our lives and condition our everyday 

existence. Interiors have the power to shape us, control us, affect us and create us.  

 

Rapidly increasing advances in technology are infiltrating the domestic interior and 

significantly affecting the way we live. We now connect to things with plugs, docks, screens, 

and social networks, and this is profoundly influencing our everyday experiences of 

connecting to the interior in embodied, authentic, sensorial and haptic ways. Now, more than 

ever, I foresee a critical need for a sense of ritual, including ritual attributes such as 

connection, bonding, return to self and bodily immersion and transformation, to be brought 

back into our everyday lives. This can be achieved through the interior. By generating new 

knowledge in this research, I seek to contribute to the body of literature on the interior, 

revealing interior elements and conditions, which can amplify ritual, thus creating heightened 

experiences of ritual attributes.  

 

This research thus reveals the undeniably significant role of the interior on the body’s 

performance and experience of ritual. Like the intent of ritual, which seeks outcomes of 

transformation and alteration, this research seeks to transform and alter the way the interior is 

perceived, understood and acknowledged. It is constantly driven by my passionate impulse of 

discovery, both personally and professionally, and by my insistent questioning and 

interrogation of the interior in relation to ritual. The outcome of this research not only 

contributes to the discipline of Interior Architecture, but also demonstrates my passion for the 

discipline. I strongly believe that the discipline of Interior Architecture has shifted towards a 

more prominent position in the world due to increasing recognition of the significant role of 

the interior in shaping everyday life. This research contributes to this shift, highlighting how 

research, driven by personal passion, can contribute and make a difference to the discipline 

both now, and more importantly, in the future.  
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NAVIGATION 

 

 

The relationship between interiors and rituals has neither been explored nor analysed in-

depth within the discipline of Interior Architecture or the field of ritual studies. Yet the 

relationship that exists between interiors and rituals is undeniably significant. A speculative 

hypothesis is raised: that the interior plays a role in influencing, either through amplification 

or suppression, the body’s performance and experience of ritual. This thesis seeks to explore 

this relationship through an analysis of the body’s experience of ritual, demonstrating how a 

combination of literary scholarship on ritual and spatial discourses, embodied research and a 

spatiotemporal interior-installation contributes to an understanding of ritual and interior 

design theories and practices.  

 

Previous investigations of rituals have sought to explore the multi-dimensionality of ritual, that 

is, the programmatic, temporal, social and cultural dimensions that are embedded within and 

expressed through ritual performances. Often neglected, or rarely considered, are the 

interior and physical dimensions of ritual, and therefore the critical questioning and analysis 

of the role of the interior is absent from these studies. This gap reveals a new way of 

exploring ritual through the added dimensions of the interior and the physical. The 

integration of these elements reveals new ways of understanding ritual and interior, with the 

potential to contribute insights and knowledge to both the discipline of Interior Architecture 

and the field of ritual studies by re-informing and expanding upon ritual and spatial theories. 

 

The introductory chapter, Ritual and Spatial Discourses, focuses on framing the research 

enquiry in terms of ritual and framing the ethnographic position within the Interior 

Architecture discipline. The outcome of an analysis of literature on ritual and spatial 

discourses identifies how this thesis sits in relation to the existing scholarship in the Interior 

Architecture field, demonstrating how ritual theory integrated with spatial theories and 

design methodologies forms a unique argument about embodied performances as ritualised 

spatial practices. The development of theoretical and methodological frameworks, in this 

thesis, contributes new ways of thinking about, approaching and exploring the interior, 

through the integration of ritual theory and creative practice. A theoretical framework is 

developed integrating Arnold van Gennep’s Rites of Passage Theory and Victor Turner’s 

Theory of Liminality to deal with the structure, complexity and multi-dimensionality of ritual. 
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Each theory is summarised and the theoretical implications, significance and relevance of 

each theory to the investigation of ritual performed in the interior are discussed. The 

outcome of a critical synthesis of these theoretical principles is the generation of theoretical 

hypotheses that will be applied and tested through fieldwork conducted in different sites 

across Japan. 

 

A multi-faceted methodological framework is developed from the interrogation of the 

disciplinary edges of three existing methodologies including Performance Ethnography, 

Phenomenology and Psychoanalytic Ethnography. Located at the edges, rather than 

adopting one specific methodology, this new mode of inquiry is an attempt to address the 

bodily, experiential, sensorial, social-cultural, psycho-social and subjective dimensions of 

ritual. Generated in Methodology: Ritual Practice through an Interior Architecture Lens, is a 

new multi-faceted framework developed to enable the exploration and analysis of the body’s 

lived experience of ritual in interiors – a complex process that I argue cannot be addressed 

through any singular perspective. The framework challenges existing ways of exploring the 

interior, demonstrating how knowledge of the interior can be acquired from the body’s direct 

engagement and embodied immersion in an unfolding ritual process, and through co-

performing in ritual alongside research participants in their interior spaces. The researcher is 

actively engaged and directly participating in the unfolding ritual situation, taking 

performance to the level of embodied immersion. The researcher’s body is part of the 

process, rather than objectively distanced and detached from the situation. This reveals new 

ways of understanding the relationship between interiors, ritual and lived embodied interior 

experience.  

 

Demonstrated in Ritual: Documentation of Embodied Research is the development of 

knowledge through the integration of historical, literary and textual sources, with first-hand 

lived experiences and participation in ritual. The process of interpreting the historical and 

cultural significance, cultural continuity and cultural complexity of rituals through textual and 

literary reviews, prior to conducting fieldwork in cultural contexts, is effective when integrated 

with methods that are performance-based, and privilege in-depth performance and 

immediate participation in processes as alternative ways of understanding. Critically 

discussed in Ritual: Documentation of Embodied Research, are the methods for data 

collection employed in this research including in-depth performance, co-performance, 

participant observation and reflexive, unstructured conversations.  
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Data is recorded through photo-documentation, performance-based visual sketchbooks, 

including a combination of fieldwork drawings and sketches, and written, auto-ethnographic 

descriptions. These techniques are integrated in this research to record, document and 

describe lived, interior experiences, recognising a need for an ‘alternative language’ for 

describing lived experiences in the interior. The approach meets the need to objectively 

record the interior and describe the subjective lived experiences, which at times are beyond 

linguistic interpretation and written, text-based description. Ritual: Documentation of 

Embodied Research demonstrates the integration and application of these techniques to a 

fieldwork case study. 

 

The outcome of the application of such methods raises pertinent questions relating to data 

organisation and manipulation. In Ritual: Documentation of Embodied Research, I 

demonstrate data manipulation techniques through the extension of Reena Tiwari’s mapping 

methods, employed in her own research on rituals performed in urban spaces of the 

traditional Indian city, Varanasi. Tiwari’s data representation methods involve the construction 

of photographic sequences (please refer to page 73 for examples). I have extended Tiwari’s 

method of constructing sequences to include both visual (photographic) sequences and 

written ones. I have termed these lived sequences. For each of the three home stays I have 

constructed a set of lived sequences, comprising: (1) a sequence that represents the series of 

interior spaces occupied during the ritual; (2) a sequence that represents the body-in-

transition through the ritual; and (3) a sequence that represents written descriptions of the 

experience. The construction of these lived sequences plays a dual role in this thesis, firstly as 

an organisation technique to deal with the quantity (particularly the amount of photographs 

taken during each home stay), and secondly, I constructed the sequences in order to help 

identify and reveal the potential ritual patterns.  

 

Demonstrated in Analysis: The Body-In-Interiors Transactions Framework, is the application of 

the analytic framework and coding cycles to data, illustrating the process of developing 

patterns and themes from the data derived from the Japanese cleansing ritual. The analytic 

framework developed in this thesis consists of two major coding cycles. Coding cycle one is a 

holistic and sequential analysis of the three lived sequences. The analysis of the ritual is 

contextualised within interior, physical, aesthetic, and performative dimensions of the Interior 

Architecture discipline, which focuses on the relationships between the body and the interior. 

Therefore, in cycle one, the lived sequences are analysed through notions of bodily 
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performance, movement, sequences, thresholds, passages, changes, encounters and 

sensorial and material sensations (for example, sound, smell, temperature and texture). The 

outcome reveals common ritual patterns. These patterns are manifested in the form of 

identified common themes and concepts. Drawing on the patterns revealed in cycle one, 

cycle two simultaneously integrates and reads these patterns through the theoretical and 

ethnographic patterns developed in chapter three and five. Analysis of ritual patterns through 

existing patterns reveals new dimensions by interpreting the data from alternative 

perspectives. The analysis reveals, through the identification of interior elements, how the 

interior influences the ways that rituals are performed and experienced by the body. This 

generates understanding and knowledge about ritual situations that has not been described 

in either the theoretical or ethnographic literature on ritual to date. 

 

The Body-Interior Transactions theory developed in this research is outlined and explained in 

Synthesis: Ritual and Interior Design Theories. The Body-Interior Transactions Theory extends 

van Gennep’s Rites of Passage Theory and Turner’s Liminal Theory to explain how bodies that 

are engaged in ritual transition through three sequential phases, separation (pre-liminal), 

liminality, and re-incorporation (post-liminal), are (sometimes temporarily, sometimes 

permanently) changed and altered.  The Body-interiors Transactions Theory proposes that 

bodies experience interiors through a tripartite narrative structuring that guides the body 

through sequential conditions of interiority. These three conditions are: (1) a process of 

interiorisation; (2) an experience of within-ness; and (3) an experience of temporal alteration 

and an experience of afterward-ness. This theory further implies that two types of transactions 

occur in heightened interior experiences: (1) structured narrative transactions; and (2) a series 

of moments manifested through shifting relations between body and interior. The integration 

of these two types of transactions potentiates the construction of different experiences of 

interiority, ranging from the interior as perceived as a separate entity from the body, to the 

body perceiving itself as one-with and assimilated with the interior. These different 

dimensions of interiority are explained in Synthesis: Ritual and Interior Design Theories. 

 

The representation of insights and development of theoretical ideas in this thesis are 

communicated through the creation of a large-scale immersive and sensorial Interior-

Installation. As a mode of creative practice, the Interior-Installation offers to the discipline of 

Interior Architecture an alternative language to the written medium – a language that 

embodies, expresses and captures the intensity and detail of the ritual experience. The 
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significance of creative practice within the discipline of Interior Architecture is demonstrated 

through the Interior-Installation, Rites de Passage, I created and constructed as part of this 

research. Rites de Passage is documented in this chapter through photographic-

documentation, written descriptions, DVD documentation and the inclusion of the Interior-

Installation catalogue. Critically discussed in Interior-Installation: Rites de Passage, is the role 

of the Interior-Installation in communicating the developing theoretical ideas, the Interior-

Installation as a central part of the research process, and the value of the Interior-Installation 

as a mode of creative practice, demonstrating how performance and other modes of creative 

practice can be used as professional and pedagogical tools within the discipline of Interior 

Architecture.  

 

This thesis contributes both theoretically and methodologically to the discipline of Interior 

Architecture through the development of new frameworks to explore and analyse interiors. 

An in-depth interrogation of ritual experience through the interior dimension contributes to 

the existing discourse on the interior by integrating notions of process, performance, 

movement, transition, change and sequence. These notions challenge existing ideas and 

ways of thinking about the interior and demonstrate how research through the exploration of 

ritual theory and the integration of creative practice can make a significant contribution to the 

tradition of the investigation of the interior. 
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FOREWORD 

APPROACHING THE INTERIOR VIA RITUAL PROCESS 

 

 

The role of the interior and its influence upon ritual experiences and performances is neither 

evident in the existing body of literature on the interior, nor in the existing literature on ritual 

studies, and this has revealed a significant gap to which I hope to contribute. The relationship 

between interiors and rituals will be explored by investigating the role and influence of the 

interior in the amplification and/or suppression of ritual through an analysis of the body’s 

lived experience of ritual. This thesis integrates ritual theory with interior architecture in order 

to frame an enquiry that approaches the interior via ritual process, in order to produce new 

insights into rethinking and extending ritual and interior design theories and practices. 

 

 

APPROACHES TO INVESTIGATING INTERIORS 

 

A critical review of the existing literature, to ascertain if the relationship between the interior 

and ritual has previously been investigated, reveals a significant gap in the literature. That is, 

the interior dimension of ritual has not previously been explored in-depth in ritual studies, 

and rituals have not been interpreted as a way of investigating the domestic interior. 

 

The review of literature on the interior has revealed multiple ways of looking at the interior, 

each with implications for the way in which the interior is positioned, conceptualised and 

experienced. Table 1.1 below identifies and synthesises various approaches to understanding 

interiors, including the interior as enclosure, backdrop, setting, experience and environmental 

situation. Extending these approaches, an approach to the interior as a dynamic process and 

performance through rituals is outlined. This approach shifts pre-conceived ideas of interiors 

as static and contained to seeing interiors as affective, dynamic, transitory and processual.   
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 INTERIOR AS 

ENCLOSURE 

INTERIOR AS 

BACKDROP 

INTERIOR AS 

EXPERIENCE 

INTERIOR AS 

SITUATION 

Conception of the 

interior 

Interior as a 

Euclidian, physical 

enclosure with 

defined and fixed 

boundaries. 

Interior as a 

volume and/ or 

container to be 

filled with 

furniture and 

objects thus 

giving a sense of 

functionality and 

purpose. 

Interior as a 

backdrop to 

bodily action.  

An understanding 

of the interior as 

an ‘image’, 

backdrop or 

scene that may 

support, enhance 

or contradict 

human behaviour 

and performance. 

Interior as lived, 

embodied 

experience.  

An understanding 

of the interior is 

produced from 

phenomenological1 

experiences, that 

is, the body’s lived, 

conscious 

experience of the 

interior.  

Interior as 

situation, practice 

or event.  

An understanding 

of the interior is 

acquired through 

performance, 

action, movement 

and active 

engagement in 

practices or 

situations. 

Implications for 

understanding 

the body in 

relation to the 

interior 

The interior as an 

enclosure with 

fixed boundaries 

locates and holds 

the body in a 

particular position 

in space and time. 

The body, located 

in space, is 

considered as a 

separate entity 

from the interior 

environment.  

The interior as a 

backdrop, behind 

action, situates 

subjects in front 

of a particular, 

framed, theatrical 

‘scene’ or setting. 

The body is in a 

reciprocal 

relationship with 

the interior.   

The interior as 

experience situates 

the body in a 

dynamic 

multiplicity of 

interwoven 

relationships. The 

active and dynamic 

body is part of the 

lived experience.  

The interior as a 

situation situates 

the body in a 

systematic 

unfolding of 

events that may 

involve a 

multiplicity of 

relations and 

temporalities. The 

body is actively 

participating in 

the situation 

rather than 

distanced and 

detached from 

the situation.  

Table 1.0: Multiple ways of looking at the interior. James 2010. 

 

These dominant understandings of interiors, discussed above, highlight the ways in which 

interiors have been positioned, articulated and approached long privileging the visual, the 

functional and the aesthetic. In the twenty-first century these ways of understanding interiors, 

although still relevant, are being challenged and extended by notions of the temporal, 

                                                        
1 Rinkle Shah, Dr Jill Franz and Dr Dianne Smith, define the phenomenological approach as that which is used to 
explore and describe ‘experiences as they are experienced and understood by the people themselves in particular 
spaces. The phenomenological approach is existential in its focus on experience as it is lived and understood in the 
process of experiencing. From a phenomenological viewpoint, the person and their contemplative environment 
comprise an indivisible whole.’ Rinkle Shah, Jill Franz, and Dianne Smith, Existential Experience: The Unfolding (The 
2nd Architecture and Phenomenology International Conference 26-29 June 2009: Kyoto Seika University, Kyoto, 2009). 
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processual and performative. Suzie Attiwill writes that the ‘dominant models of history and 

interior design have produced particular kinds of histories of interior design—ones which 

privilege the visual, hence objects and permanent architectural elements, as well as structures 

of enclosure and containment.’2 Attiwill further comments on the ‘production of the new and 

current shifts that seek to respond to current forces emerging in the design of interiors—for 

example, temporality, movement, change, encounters.’ 3 This shift away from notions of 

containment and enclosure is provoking alternative ways to think about space differently, and 

further expands our understanding of human inhabitation through temporal modes of 

occupation.  

 

The particular spatial discourses outlined above have produced various ideas about interiors, 

each with their own implications in understanding notions of ‘the interior’, occupation and 

experience. Through the development of these ideas, different ways of approaching and 

exploring interiors are being articulated and positioned. For example, current research 

propositions about interiors, including Dianne Smith’s PhD thesis ‘capture[s] the built 

environment as experience and as interwoven relationships, rather than through the 

traditional discourses of form and function.’4 Further, Smith explains how the interior can be 

read as an environmental situation: 

 

People are positioned in time and space, and the influence upon us of these 

positionings in how we create meaning, is an integral aspect of the design of the built 

environment. An alternative to discussing the environment in terms of a building — 

that which is drawn up and represented through documentation and realised as a 

structure— is the conception of the environmental situation. We exist and experience 

our world through environmental situations. The situation, or 'whole', has arisen from 

a unique merging of individual entities—human and non-human. Therefore, the 

environment appears to exist as a collection of relationships that occur between the 

person and the other. These particular relationships come into being over space and 

time and, once present, have particular characteristics. We may encounter these 

                                                        
2 Suzie Attiwill, Towards an Interior History, IDEA Journal, no.1, issue 5, (2004):1, accessed July 1, 2011, http://idea-
edu.com/journal/2004-idea-journal/  
3 Ibid. 
4 Dianne Smith, Architectural Context: A Peircean Frame, Interpretants of Charles Pierce and his work (Queensland 
University of Technology: quteprints, 2002). 
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entities in various ways as the situation per se in its various modes of being, and/or 

individual aspects of the situation in their various modes of being.5 

 

Smith’s work, as well as the ideas proposed by others including Michel de Certeau, Pierre 

Bourdieu, Michel Foucault and Henri Lefebvre, serves to introduce the potential of looking at 

the interior in new ways. I propose, through my own research, that there is a current cross-

fertilisation of ideas occurring between the fields of interior architecture, performance, 

theatre, drama, design, scenography and spatial design. This seeding of ideas in these fields 

offers new theories and new ways of looking at the everyday.  

 

I therefore seek to shift ideas of interiors as static to one of interiors that are encountered and 

experienced through ritual processes, sequences and performative events, thus exploring 

notions of event, bodily movement, fleeting, ephemeral, temporal acts of occupation, and 

transformative performances through thresholds, transitory and liminal spaces. The domestic 

interior is no longer perceived as an assemblage of rooms, but rather space is an event where 

the performative ‘flow’ of rituals is in process. The outcome is a re-shifting and re-positioning 

of the domestic interior by understanding the interior, and the potential for people to 

connect to the interior, through the performance of rituals. In this thesis I propose that 

domestic interior spaces are performative spaces, sites for dramaturgical experiences that go 

beyond traditional notions of the ‘theatrical as entertainment’ and intersect with the bodily, 

the experiential and the transformational. In this research I therefore seek to approach 

interiors through an investigation of the interior by re-positioning the interior as a dynamic 

sequence and process. 

 

 

SITUATING RITUAL THEORY IN RELATION TO THE INTERIOR 

 

Although previous studies of rituals, predominately within the fields of Performance Studies, 

Anthropology, Ethnography and Sociology, have investigated rituals in relationship to spatial 

settings—primarily from urban, tribal or village contexts—little has been done to investigate 

the role of the interior and the interior’s influence upon ritual performances and bodily 

experiences of ritual. It can be argued, from a brief review of the literature on ritual studies 

                                                        
5 Dianne Smith, Architectural Context: A Peircean Frame, Interpretants of Charles Pierce and his work (Queensland 
University of Technology: quteprints, 2002). 
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including seminal ritual work (for example Arnold van Gennep and Victor Turner) as well as 

contemporary research (for example Catherine Bell6, Setha Low7, Jonathan Smith8 and Reena 

Tiwari 9 ) that the interior dimension in ritual studies is undeniably absent. Previous 

investigations have attempted to include details and descriptions of the external spatial 

setting through explorations of the relationship between rituals and physical structures, 

spatial layout, and the environmental setting, but, although thorough in anthropological and 

ethnographic descriptions, little attention is paid to the interior spaces, the intimate details of 

the interior elements – and the body’s lived experience of these interior spaces – in attempts 

to understand ritual.  

 

This research specifically explores rituals as an example of a particular mode of human 

occupation within domestic interiors, and in doing so, offers a new way of looking at the 

everyday. The body engaging in ritual performances understands interior space through 

notions of the temporal, the processual and the performative. Such an engagement is 

ephemeral and fleeting - the body remains neither static in space nor stagnant in nature. The 

body occupies a liminal, transitory condition—it becomes a part of and in relation to 

spatiotemporal processes. Lise Nelson positions the subject in space, not abstracted as a 

subject position in a given discourse, but rather located in space-time flows. This demands a 

substantially different ontology of the subject than does the abstracted framework.10 The 

subject transitioning (both at a physical and psychical level) through the interior and in ritual 

transforms itself into a self-performing body, one that both affects and is affected by the 

interior space surrounding it. David Howes in Empire of the Senses: The Sensual Culture 

Reader (2004), defines ritual as an unfolding narrative that seduces the body into 

participation: 

 

                                                        
6 For example, I suggest referring to Bell’s publications including Ritual theory, ritual practice (2009) and Ritual: 
Perspectives and Dimensions (1997). 
7 Low’s anthropological work on ritual is demonstrated in The Anthropology of Space and Place (2003). 
8 Smith’s text To take place: towards theory in ritual (1987) examines the field of religious studies from the viewpoint 
of place with particular attention towards the linguistic marking of place as a means of generating the sacred. 
Specifically, Smith examines ritualised and nonritualised places, exploring how both linguistics and place plays a role 
in determining a sense of sacrality in relation to ritual, thereby highlighting the potential significance of place and 
constructed ritual environments through the development of an inquiry into ritual and its relationship to place. 
9 Tiwari investigates urban rituals in her publication Space-Body-Ritual (2010). 
10 Lise Nelson, Bodies (and Spaces) do Matter: The Limits of performativity (London: Routledge, 1999), 332. 
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Like narrative, ritual is an unfolding, a sequence of movement with tensions, climaxes 

and directionality. The ritual process must create a ritual domain, “by seducing 

participants into involvement with its form”….11 

 

This body-interior relationship, as suggested by Howes above, becomes a dynamic, unstable, 

temporal flux of change, transition and transformation. The interior, in this sense, becomes a 

performance event – one that privileges action, event and embodiment. 

 

In Table 1.1, below, I have synthesised a series of ritual attributes that have been drawn from 

a brief review of the current literature on ritual. I have categorised these attributes into social, 

programmatic, temporal, cultural and bodily categories, and have highlighted, in bold, the 

ritual attributes that, I argue, are given precedence in western, contemporary society. The 

privileging of these ritual attributes has significantly contributed to the way ritual is 

understood in contemporary, western society, as mechanistic and a mode of enacting 

efficiency, regimentation and order, over and above ritual’s evocative and bodily attributes.  

 

Table 1.1: Multiple and changing attributes of ritual. James 2010. 

                                                        
11 David Howes, Empire of the Senses: The Sensual Culture Reader (New York: Berg, 2004), 197. 

MULTIPLE ATTRIBUTES OF RITUAL

PROGAMMATIC TEMPORAL

CULTURAL

S
O

C
IA

L B
O

D
ILY



Accepted/normative order/ habitual 
patterns of behaviour

Rules/ regulations

Unfolding process/ transition in 
space and time

Organised event

Patterned and ordered sequence/ 
Rites of passage

Generation of new spatial and 
temporal conditions/ thresholds 
(Arnold van Gennep)

Process: structure and anti-
structure/ immersion

Liminality/ ambiguity/ indeterminate 
attributes (Victor Turner)

Ritual is a culturally constructed system of symbolic communication 
(Stanley Tambiah)

Performance of social and cultural systems/ public demonstration and 
operation (Christoph Wulf)

Communicative cultural performance (Milton Singer)

Communication of cultural symbols and themes

Symbolic dimensions (words, objects, actions, gestures, sacred and 
religious aspects)

Symbolic expression of important cultural themes (Claude Levi Strauss)

Cultural action/ unification and condensation of cultural values and norms 
into a performance

Exaggeration and embodiment of social, historical and cultural beliefs and 
values

Ritual as a tool for social and cultural critique

Human communication 
and interaction

Social cohesion and 
sense of community

Social connection and 
engagement

Communal solidarity 
and inclusivity

Social interaction and 
relations/ comradeship, 
egalitarianism/ 
lowliness/ sacredness, 
homogeneity/ 
communitas (Victor 
Turner)

Play/ games and rules 
(Clifford Geertz)

Rituals encourage 
members of society to 
conform to norms of 
behaviour over 
individual needs and 
desires/ groups in 
society affirm and 
maintain themselves 
through ritual (Emile 
Durkheim)

Change/ cognitive and physical 
transformation

Human drives/ creation, destruction 
and reconstruction

Human instinct/needs and desires

The potential liberation and 
satisfaction of instinctual energies and 
desires (Victor Turner, Sigmund Freud)

Personal integration/ emotional 
response/ to recognise personal unity 
beneath the flow and flux of everyday 
life (Barbara Myerhoff)

Emotional participation and 
engagement in ritual

Loss of self/ merging of self

Bodily alteration and transformation

Bodily performativity/ performance 
and expression

Mimetic acquisition/ theatrical 
performance by body

Efficiency and speed

Repetition, predictability and 
continuity

Routine, structure, regimentation, 
order, control

Framed event (Erving Goffman) 
Beginning, middle and end

Transitional passages (one-off rites 
of passage). For example, birth, 
marriage, initiation rites, puberty

Temporal transition and movement 
between one state or situation to 
another state or situation

Alteration of ordinary sense of time/ 
experience of flow duration/ 
rhythmic/ trance (Barbara Myerhoff)
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Through an analysis of ritual space and its practices through an expanded interior dimension, 

this thesis demonstrates how the integration of ritual and spatial theory, embodied 

performance ethnography and creative practice, can assert an enriched approach to the 

interior through the emergence of a multi-layered dimensionality. The investigation in this 

thesis focuses on understanding how the interior can heighten the body’s experience of 

ritual; specifically, the extent of this influence, and the interior’s potential ability to facilitate 

body-interior transactions as they unfold and occur during ritual processes. This research 

reveals how bodies engage with, transition through, relate, connect, participate and 

experience ritual processes as they unfold in the interior.  

 

 

RESEARCH PROPOSITION AND OBJECTIVES 

 

A research approach is thereby developed through the integration of various ritual and 

spatial discourses that intersect to construct the thesis argument. This research therefore aims 

to summarise how a combination of literary scholarship, embodied research and a 

spatiotemporal installation contributes to an understanding of ritual and interior design 

theories and practices. The research objectives include, 1) To explore the relationship 

between the interior, rituals and bodily experience demonstrating how an exploration of 

ritual space and its practices through an expanded interior dimensions fills in a discursive gap 

in the existing literature, 2) To demonstrate how the integration of various discourses and 

research modalities identifies the influence of the interior in accentuating or suppressing 

selected rituals of cleaning, and 3) To prove how an investigation of the experiential phases 

and interior architectural elements that emerge from ritual theory, contributes new 

knowledge to the interior design field. 

 

 

FRAMING THE RESEARCH ARGUMENT AND OUTCOMES 

 

This research demonstrates how various ritual and spatial discourses and research modalities 

intersect to development a mode of inquiry for the investigation of the interior. This research 

seeks to address how a critical interrogation of the mechanisms used in Performance 

Ethnography be used to advance an understanding of domestic ritual and interior 
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experience. An interrogation of the mechanisms used in Performance Ethnography, including 

in-depth performance, observation and/ or participation in socio-cultural processes and 

performance as a method of representation and understanding, has been explored and an 

application of these methods to an Interior Architecture context demonstrates how 

Performance Ethnography research methods can be used to record interior experience 

through integrated research modalities including photographic-documentation, field notes 

and performance-based sketch books that help visualise the phenomenological, sensorial 

and spatiotemporal dimensions of ritual experience.  

 

The significance of adapting ethnographic methods to an Interior Architecture context 

enables the researcher to integrate historical, theoretical and literary dimensions with lived, 

first hand experiences of ritual in an attempt to analyse the body’s lived experience of the 

interior. The outcome is the creation of multi-layered ethnographic phenomenological spatial 

readings that address the multiple dimensions and level of complexity embedded within 

ritual performances. Performance Ethnography is a research methodology that integrates 

elements of culture, body and performance, and when intersected with the discipline of 

Interior Architecture, these elements are expanded to include the interior, the physical and 

the spatial, thereby offering new ways of looking at and analysing rituals. An understanding of 

ritual, when analysed from these multiple and differing dimensions, positions ritual as a 

dynamic embodied spatial performance that exposes and reveals the complex and 

fluctuating forces of performativity inherent to built, interior environments.  

 

What is gained by adapting ethnographic research methods for the discipline of Interior 

Architecture is the creation of an integrated framework that records interior experience from 

multiple dimensions engendering the creation of multi-layered spatial readings that generate 

findings and insights that extend the Interior Architecture discipline by enriching and 

advancing the scholarship on ritual. Through the development of a new methodological 

framework, this thesis demonstrates how an exploration of the relationship between the 

interior, rituals and bodily experience, through an investigation of the experiential phases and 

interior architectural elements that emerge from ritual theory and the case study, contributes 

to an understanding of interior design theories and practices. 
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The signif icance of the Japanese cleansing ritual to this thesis 

A literature review on the Japanese cleansing ritual was conducted to ascertain the cultural 

significance of the ritual and the complexity of the Japanese cleansing ritual process. Two 

criteria were addressed informing the decision to investigate and analyse the Japanese 

cleansing ritual in this thesis. Firstly, an identified heightened sense of cultural continuity and 

the cultural significance of the cleansing ritual to the Japanese people and the Japanese 

culture in which the ritual operates. Secondly, an identified level of complexity in the stages 

of the ritual revealing a structure and process embedded within the ritual. The decision to 

investigate the Japanese cleansing ritual, over other rituals within other cultures, was made in 

consideration of these criteria and literature review.  

 

The case study was carried out in Japan in December 2010. It involved an intensive one-

month stay in Japan to study cleansing rituals in Japanese domestic interiors. The methods 

involved performing, participating, observing and conversing with participants through a 

variety of home stay situations in Osaka, Yugawara (Kanagawa), and Ichinomiya (Chiba). 

Participating in home stays allowed a connection with family participants and a sense of 

engagement in the family’s everyday flow and daily rhythms. This helped in gaining a deeper 

understanding of the ritual and the significance of the ritual as it is performed daily within the 

cultural context. To ensure that rich and substantial data was obtained, the decision was 

made to stay in a variety of different interior contexts within each study for a brief and limited 

time, including Japanese homes, ryokans (traditional Japanese inns) and temples in a variety 

of locations including Shibu, Kusatsu, Chiba, Kanagawa, Osaka and Koyasan. The cleansing 

ritual was explored in each of these distinct interior contexts, offering multiple perspectives 

and experiences of the ritual. For example, the multiple sites offered opportunities to engage 

in bathing ritual alone in the privacy of homes, and, bathing with others in public bathhouses 

(including sentos and onsens) allowing direct participant observation of the cleansing ritual 

from a ‘public’ perspective.  

 

New theory is developed, emerging from a body of scholarly and creative work, and in direct 

application to the case study and the Interior-Installation. Without the case study and analysis 

these new insights and ideas would not have been evident, as it is only through the 

application of new frameworks – developed in this thesis – and the analysis of data through 

multiple dimensions, including the interior dimension of ritual, that new ideas have emerged 

and new theories been developed. The analysis of the Japanese cleansing ritual across 
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multiple interior sites and the interrogation of the interior elements within these sites have 

generated the development of The Body-Interior Transactions Theory involving three critical 

components: conditions, moments and dimensions. The theory implies two types of 

transactions occur in heightened ritual situations: (1) a structured narrative transaction 

consisting of three conditions; and (2) a series of moments, manifested through shifting 

relations between body and interior. The integration of these two types of transactions 

constructs different body-interior dimensions that are experienced and embodied in ritual. 

These theoretical concepts—conditions, moments and dimensions—reveal new 

understandings of ritual through the integration of the interior dimension, thereby enriching 

and expanding existing conceptions of ritual and contributing new theories to the Interior 

Architecture discipline. 

 

This thesis thereby demonstrates how an analysis of literature about ritual, an analysis of data 

generated from the case study and the creation of a spatiotemporal installation, has 

advanced the scholarship on ritual and interior design theories. A synthesis of the mode of 

inquiry developed to enable the exploration of the interior dimension of ritual is included 

below. 
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Table 1.2: Synthesis of mode of inquiry developed to enable exploration of the interior 

dimension of ritual. James 2010. 

 

 

!

 

 

 

Table 4.14: Synthesis of mode of inquiry developed to enable exploration of the interior dimension of 

ritual. James 2010.

Analysis of the interior dimension of ritual!

(exploration of the hypothesised connection between interiors and rituals)!

DATA COLLECTION! DATA ANALYSIS!

OUTCOMES & FINDINGS!

1.  Patterns (structure and sequencing of ritual)!
2.  Thematic categories!

SYNTHESIS + THEORY BUILDING!

a)  Enriched and/ or new conceptualisations of ritual (new 
understanding and descriptions through integration of 
interior dimension).!

Existing literary and 
historical sources 
(contextualising the ritual; 
developing an 
understanding of the 
historical, cultural and 
programmatic 
dimensions of ritual)!

S
et

 o
f l

iv
ed

 s
eq

ue
nc

es
!

First-hand, performance-
based methods. !
Site-specific strategies 
including multi-sited 
fieldwork, home-stays 
and co-performances.!

METHODS:!
- In-depth performance 
(active engagement, 
direct participation and 
embodied immersion in 
ritual)!
- Participant observation!
- Reflexive, unstructured 
conversations with 
research participants!

DATA RECORDING:!
- Photographic 
documentation!
- Performance-based 
visual sketchbooks!
- Fieldwork drawings!
- Auto-ethnographic 
written descriptions! COMMUNICATION + REPRESENTATION OF FINDINGS!

- Design and construction of Interior-Installation, as a mode 
of creative practice.!

���
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INTRODUCTION 

RITUAL AND SPATIAL DISCOURSES 

 

 

The integration of ritual theory with Interior Architecture has the potential to produce new 

ways of exploring, and new insights into thinking about and explaining, everyday situations, 

thus re-conceptualising the ways in which bodies occupy, experience, relate and exist in the 

interior. This chapter critically synthesises theoretical principles espoused by Arnold van 

Gennep1 and Victor Turner2 to construct a theoretical framework and generate theoretical 

hypotheses that will be applied and tested through fieldwork conducted in different sites 

across Japan. This chapter demonstrates how the integration of ritual theory with Interior 

Architecture potentiates the production of new insights into rethinking and representing 

everyday situations. 

 

This chapter focuses on framing the research enquiry in terms of ritual and framing the 

ethnographic position within the Interior Architecture discipline. The outcome of an analysis 

of literature about ritual identifies how this thesis sits in relation to the existing scholarship in 

the Interior Architecture field. By identifying a schism between situated spatial practices and 

ritual/ performance theory, this thesis demonstrates how ritual theory integrated with spatial 

theories and design methodologies forms a unique argument about embodied performances 

as ritualised spatial practices, thereby contributing to the fields of both Interior Architecture 

and ritual studies.  

 

 

RITUAL THEORY AS IT PERTAINS TO AN INTERIOR DIMENSION 

 

The critical questioning and analysis of the interior is absent from existing studies on ritual. 

Missing is the critical questioning of the role of the interior, the identification of interior 

elements in ritual, and analysis of the influence of these elements on the body’s performance 

and experience of ritual. With the exception of van Gennep’s concept of the territorial 

                                                        
1 Arnold van Gennep was a French ethnographer whose research on rituals revealed an underlying tripartite pattern – 
separation, liminality, re-incorporation; van Gennep termed this pattern, the rites of passage. 
2 Victor Turner was a British anthropologist who developed van Gennep’s theory of the rites of passage, extending 
and developing the middle liminal phase. Turner’s theory of liminality offered an in-depth analysis of the nature and 
dynamics of the liminal phase of ritual, including notions of ambiguity, paradox and marginality. 
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passage,3 where interior elements including the threshold were briefly discussed, overall it is 

evident that attention to the interior and physical dimensions of ritual has been minimal and 

these aspects are yet to be fully interrogated in any depth or breadth. It is perplexing to think 

that the interior has been all but been neglected in these studies of rituals, particularly as a 

majority of rituals occur inside secluded and private interiors. For example, when van Gennep 

mentioned the secluded huts, specifically in the rites of childbirth and marriage among the 

Todas of India, he did not offer any description of the interior, and yet, the woman occupies 

the interior for the majority of her time during the course of the ritual. Van Gennep further 

analysed the pregnancy rituals of the Kota of the Nilgiri Hills, noting how bodies were also 

subjected to transitioning between multiple huts and spaces during rituals, and yet, again, 

little is offered on the similar or contrasting elements of the interiors of these spaces, or the 

transitional passages between them.  

Barbara Meyerhoff, Linda Camino and Edith Turner, similarly, point to a significant gap in the 

existing body of literature on ritual.  

Because rites of passage are performed—that is, carried out physically and 

mentally—experience—affective and subjective as well as cognitive—may well 

represent the crux of ritual. Unfortunately, for the most part, anthropologists have 

failed to deal with the experiences of ritual participants—private, subjective, 

psychological, conscious, and unconscious—in their endeavours to explain ritual, and 

this represents an enormous barrier to an understanding of the subject.4  

Thus, identification of these gaps in the existing literature opens an opportunity to offer new 

insights through the analysis of the influence of the interior on the body’s experience and 

performance of ritual. From the theoretical framework developed in this chapter, two 

hypotheses will be tested and applied to real-world ritual situations—the Japanese cleansing 

ritual across multiple sites in Japan—to investigate the rituals for patterns which may or may 

not be occurring. The hypotheses are: (1) that the ritual process occurs in heightened, real-

world situations, performed in interiors in particular cultural contexts; and (2) that the liminal 

phase occurs in heightened, real-world situations, performed in interiors in particular cultural 

contexts.  

 

                                                        
3 The concept of the territorial passage is explored on page 32. 
4 Barbara Meyerhoff, Linda Camino and Edith Turner, ‘Rites of Passage. An Overview,’ Ritual Thinking Tools (2001): 
http://www.clal.org/j8.html 
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This research seeks to explore the hypothesised connection between interior and rituals. 

Demonstrated in this chapter, there is an evident complexity and multi-dimensionality 

embodied in ritual. These multiple dimensions include the social, cultural, temporal, 

programmatic and bodily. The integration of these dimensions with the interior and physical 

dimensions exposes a need to develop a mode of inquiry capable of investigating ritual 

through all of these dimensions. Currently, there is no established mode of inquiry capable of 

doing this. Therefore, the following chapter, Methodology: Ritual practice through an Interior 

Architecture Lens, outlines the development of a ethnographic and performance-based 

mode of inquiry that emphasises the body’s active participation, direct engagement and 

embodied immersion in ritual situations, as a way of understanding and investigating the 

interior. This mode of inquiry privileges a participatory and performance-based approach, 

integrating creative practice techniques for data collection, data organisation, 

communication and representation, thereby demonstrating how the integration of ritual 

theory and ethnographic modalities can develop new approaches to investigating the 

interior. 

 

 

BUILDING THE THEORETICAL ARGUMENT 

 

This chapter outlines the process of integrating multiple theories of ritual to establish a 

theoretical framework for the investigation of the interior. The process of integrating ritual 

theory with research within the discipline of Interior Architecture explores new ways of 

observing and investigating the interior revealing new insights that contribute new theoretical 

knowledge to the discipline. Multiple ritual theories are integrated to establish a framework 

of theoretical principles for investigating ritual situations and for the analysis of ritual 

performances. The focus of this chapter is to analyse the literature about ritual by turning to 

existing theory as a way of describing and rethinking everyday situations. 

 

Rituals are complex processes, and a study of ritual situations requires multi-dimensional 

theoretical principles of ritual to deal with the complexity of ritual. I therefore offer an in-

depth discussion of two major ritual theories, Arnold van Gennep’s Rite of Passage Theory 

(1908) and Victor Turner’s Theory of Liminality (1967). Through a critical discussion of these 
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two theories I will include, where it is relevant, other theories that may extend, support and/ 

or challenge the theoretical perspectives embedded within these selected theories.5 

 

Varied theoretical approaches have produced multiple ways of understanding ritual, with 

each positioning revealing particular implications for how we understand ritual, ‘while largely 

ignoring the implications for, and of, the other frameworks or ways of understanding.’6 Rituals 

can be classified as sacred (associated with, expressing or enacting religious beliefs),7 secular 

(associated with state ceremonies, everyday life, sports, and any other activity not specifically 

religious in character),8 public (such as weddings, ceremonies, funerals), or hidden (associated 

with habits, routines, obsessions that are not enacted in public life).9 These varieties of ritual 

can be approached through various positions, including, and not limited to, structural 

analysis, cultural analysis, psychology, religious studies, performance studies and semiotics. In 

Performance studies (2006), Performance Theorist Richard Schechner proposes that rituals 

can be understood from at least four perspectives. These include: (1) structures—what rituals 

look and sound like, how they are performed, how they use space, and who performs them; 

(2) functions—what rituals accomplish for individuals, groups, and cultures; (3) processes—the 

underlying dynamic driving rituals, how rituals enact and bring about change; and (4) 

experiences—what it’s like to be “in” a ritual.10  

 

The complexity and richness of ritual will not be adequately addressed if rituals are 

approached and understood from only one of these perspectives. An approach through a 

singular perspective of ritual will limit and narrow an understanding of ritual because it directs 

and frames the inquiry towards a specific aspect of ritual, largely ignoring the multi-

dimensionality of ritual. Because of these limitations, I propose an inclusive theoretical 

framework that employs a multi-dimensional approach to theorising ritual. I use the term 

                                                        
5 A complete or in-depth review of the existing body of literature on ritual and ritual studies is beyond the scope and 
focus of this thesis. I have, however, critically examined multiple theories of ritual, offered by a varied cohort of 
thinkers, including multiple ritual theorists, and have selected specific ritual theories that either extend, build upon, 
challenge or contradict the main theoretical perspectives embedded in the two main theories employed in this 
thesis.  
6  Dianne Smith’s thesis, Architectural experience: a composition of viewpoints (2000), focused on ways of 
understanding the environment and person connection. Her multi-dimensional approach, which was discussed in the 
preceding chapter (see page 10, for my discussion of Smith’s approach which was based on the approach of C.S 
Peirce) highlights the various positionings one can take when approaching particular topics. Smith addresses the 
implications for adopting particular frameworks or ways of understanding. Of significance, she draws our attention to 
what is ‘left out’ by our decision to investigate topics through selected frameworks, and how a decision to investigate 
something through a particular framework both enables and limits what the researcher sees. 
7 Richard Schechner, Performance Studies: An introduction, second edition (UK: Routledge, 2006), 53. 
8 Ibid. 
9 Ibid. 
10 Richard Schechner, Performance Studies, 56. 
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inclusive to convey a positioning of ritual through the development of a framework that is 

constituted by multi-dimensional theoretical principles. This approach thus ensures that the 

complexity of ritual is addressed. 

 

Catherine Bell, in Ritual theory, ritual practice, introduces three models and approaches to 

ritual that address the complexity of ritual. Bell refers to the work of Emile Durkheim, Stanley 

Tambiah and Victor Turner, to demonstrate a paradoxical understanding of ritual. All three 

models identify a dual and paradoxical understanding of ritual that highlights the interaction 

of two patterns operating simultaneously, and share a common pattern in defining ritual. 

 

Durkheim writes in The elementary forms that ritual ‘is the means by which individual 

perception and behaviour are socially appropriated and conditioned.’11 In Durkheim’s model, 

ritual activity constitutes ‘the necessary interaction between the collective representations of 

social life (as a type of mental or metamental category) and individual experience and 

behaviour (as a category of activity).’12 Stanley Tambiah defines ritual as:  

the synchronic, continuous, traditional, or ontological in opposition to the diachronic, 

changing, historical, or social. However, ritual is also subsequently portrayed as the 

arena in which such pairs of forces interact. It is the mediating process by which the 

synchronic comes to be re-expressed in terms of the diachronic and vice versa.13  

Finally, Bell introduces the reader to Turner’s concept of structure and anti-structure. Bell, 

employing Turner’s understanding of ritual as embodying two structural patterns, writes: 

 

Rite affords a creative ‘anti structure’ that is distinguished from the rigid maintenance 

of social orders, hierarchies, and traditional form. However, when subsequently 

portrayed as embodying aspects of both structure and anti structure, he [Turner] 

describes rituals as those special, paradigmatic activities that mediate or orchestrate 

                                                        
11 Emile Durkheim, The elementary forms of the religious life, translated from the French by Joseph Ward Swain 
(London: George Allen and Unwin, 1915), 463. 
12 Catherine Bell, Ritual theory, ritual practice (Oxford: Oxford University Press, 2009), 20. 
13 Stanley Tambiah, Buddhism and the spirit cults in North-East Thailand (Cambridge: Cambridge University Press, 
1970). 
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the necessary and opposing demands of both communitas14 and the formalized 

social order.15 

 

The quote above demonstrates Turner’s understanding of ritual as embodying aspects of 

structure and anti-structure; two structural patterns operating simultaneously. This concept of 

ritual offers an approach to ritual that highlights the complex nature of ritual. In her work on 

ritual theory, Bell comments on: 

 …the ability of ritual to pull together scholars of different subjects, approaches, and 

disciplines. As a rough guide to the current scene [of ritual theory], a first-order 

distinction can be made between theories that remain heavily rooted in cultural 

explanation and those that are recreating naturalistic (or scientific) models of 

explanation. Yet even within these two general positions, no two theories are alike.16  

Bell suggests that major theories of ritual resist categorization thereby revealing a 

contradictory and complex understanding of ritual from varied and multiple perspectives. 

Several authors and scholars in the field of ritual studies, including Bell, Clifford Geertz, 

Ronald Grimes, Kreinath, Snoek and Stausberg, have begun to explore the implications of 

defining and understanding the complexity of rituals, notably in their resistance to doing so 

from one singular perspective. This multi-dimensional approach is extended, in this thesis, in 

the decision to integrate the seminal works on ritual by Van Gennep and Turner into a 

theoretical framework that is capable of investigating rituals through multiple theoretical 

perspectives. The complexity of ritual situations is thus addressed through the examination of 

ritual situations from multiple perspectives that include van Gennep’s and Turner’s theories.  

 

 

  

                                                        
14  Communitas is a term coined by Turner to describe the sense of comradeship and equality that arises 
spontaneously and is temporarily experienced in some ritual performances. The concept of communitas is discussed 
at length on page 36 of this chapter.  
15 Catherine Bell, Ritual theory, 21. 
16 Catherine Bell, “Ritual: Further Considerations,” in The Encyclopedia of Religion. Second Edition, ed. Lindsay 
Jones (Detroit: Thomson Gale, 2005), 7848-9. 
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ARNOLD VAN GENNEP’S RITES OF PASSAGE THEORY 
 
In Rites de passage, first published in 1908,17 van Gennep states that:  

…the life of an individual in any society is a series of passages from one age to 

another and from one occupation to another…. Transitions from group to group and 

from one social situation to the next are looked on as implicit in the very fact of 

existence.19  

The events that constitute everyday existence were understood by van Gennep as a series of 

human passages, transitions, patterned into beginnings, middles, and ends. These 

‘ceremonial patterns’, as van Gennep called them, divide events into a tripartite program, 

which van Gennep termed the rites of passage: ‘preliminal rites (rites of separation), liminal 

rites (rites of transition), and postliminal rites (rites of incorporation).’21 Van Gennep argues 

that the essential purpose of events is the enabling of bodies to pass from one position to 

another.  

SEPARATION LIMINALITY RE INCORPORATION 

‘Preliminal rites” ‘Liminal rites’ ‘Postliminal rites’ 

Table 2.0: The Tripartite Processual Program. James 2012. 

 

Of particular significance to van Gennep’s theory was his discussion of the concept of the 

territorial passage, a term he coined to describe the body’s movement through space and its 

subsequent modification as it passed through several stages and traversed several 

boundaries. Van Gennep describes this process as a situation of transition:  

Whoever passes from one to the other finds himself [or herself] physically and 

magico-religiously in a special situation for a certain length of time: he [or she] waves 

between two worlds. It is this situation which I have designated a transition, and one 

of the purposes of this book [Rites de passage] is to demonstrate that this symbolic 

and spatial area of transition may be found in more or less pronounced form in all the 

                                                        
17 Arnold van Gennep’s Rites de passage was first published in 1908. In this thesis I make reference to the translated 
version by Monika B. Vizedom and Gabrielle L. Caffee. This version was published in 1960. 
19 Arnold van Gennep, The Rites of Passage (Chicago: The University of Chicago Press, 1960), 2-3. 
21 Ibid., 11. 
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ceremonies which accompany the passage from one social and magico-religious 

position to another.22 

In the quote above, van Gennep raises three ideas regarding the nature of these types of 

passages. First, the passage physically situates the body; secondly, the passage embodies a 

temporal quality; and thirdly, the passage embodies a sense of spatiality. This is the core 

concept of the Rites of Passage Theory; that the body’s social transition through the ritual 

process is identified with physical, spatial movement in territorial space. Van Gennep 

proposes that an understanding of spatial passage is inextricably linked with social passage 

(for example, ritual).  

Through the ritual process, identified by van Gennep in a variety of rituals within varied 

cultural contexts,23 van Gennep demonstrates the relationship between spatial passage and 

social passage, articulating instances of transformation produced by transition. Although van 

Gennep offers an extensive and expansive range of rituals, I have specifically selected 

examples where a sense of spatial passage, a sense of interiority, is suggested, albeit often 

brief and under-developed. 

It should be noted that I have specifically selected and briefly summarised these examples for 

the purposes of this chapter. However, for a more in-depth analysis of these rituals, I have 

made reference via footnotes to where these rituals are demonstrated in more detail in van 

Gennep’s book Rites of Passage. For each of these ritual examples, below, I have attempted, 

given the brief descriptions offered by van Gennep,24 to document the order of the rites and 

the relationship to the interior spaces in which the rituals are performed.  

Rituals of pregnancy and childbirth among the Todas of India  

Pregnancy is seen, by the Todas, as a transitional period marked by spatial thresholds and 

physical changes in space both inside and outside of the village. Van Gennep outlines 

pregnancy and childbirth rites among the Todas of India:  

When a woman becomes pregnant, she is forbidden to enter the villages or the 

sacred places. In the fifth month there is a ceremony called “village we leave”. At this 

                                                        
22 Ibid., 18. 
23 In The Rites of Passage, van Gennep illustrates the ritual process (the rites of passage theory) in a variety of rituals 
from different cultural contexts. These rituals include pregnancy, childbirth, initiation rites, betrothal, marriage and 
funerals. 
24 The first example presented of pregnancy and childbirth rituals among the Todas of India is referenced at length 
from Rites de Passage. I felt it necessary to reference, in explicit detail, the order of this rite because of its 
significance and relevance to the physical spaces integrated in the ritual. The ritual examples that follow are less 
detailed and do not rely upon extensive quotes from the existing literature.  
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time the woman must live in a special hut, and she is ritually separated from the 

dairy, the sacred industry which is the heart of Toda social life. A ceremony marks the 

leaving of the hut: the woman drinks sacred milk. She goes back to live in her 

home till the seventh month. The woman returns to her home, performing the 

appropriate rites. The woman is delivered in her house. Two or three days later, 

mother and child go to live in a special hut; the rites performed from the 

departure from the house, the departure from the hut, and the return to the 

house are the same as those marking the woman’s previous trip. While in the hut, 

the woman, her husband, and the child are tainted with the impurity called ichchil. 

They return to ordinary life by drinking sacred milk.25 

From these descriptions of the ritual, it is evident that during the course of the ritual, the 

woman is repeatedly separated from her surroundings, kept in a ‘special hut’, and then 

returned or reincorporated back into her usual surroundings. ‘She is required to live in two 

intermediate houses in going from the taboo hut to her usual home.’26 What are missing in 

these descriptions are details about the interior of these huts, the differences between the 

interior of the ‘taboo hut’ and the interior of the ‘usual’ hut, and the transitional passages 

between these distinct interiors. 

The Kota of the Nilgir i  Hil ls 

Similar to the pregnancy ritual of the Todas of India, the ritual of the Kota of the Nilgiri Hills 

integrates distinct and special huts to physically and psychologically separate the woman, 

isolating her from her normal home surroundings.  

A woman is taken to a very distant special hut immediately after being delivered, and 

there she remains thirty days. She spends the following month in another special hut, 

and the third in yet another. Then she spends some time in the house of a relative, 

while her husband “purifies” the family home with sprinklings of water and dung.  

Van Gennep explains that the length of this phase of separation ‘ranges among different 

people from two to forty, fifty, and, as in the case cited, one hundred days.’ Again, the 

interiors of these huts are not described at all, which is remarkable, considering the 

significance of the woman’s stay in isolation within these distinct huts.  

                                                        
25 Arnold van Gennep, The Rites of Passage (Chicago: The University of Chicago Press, 1960), 42-43. Paraphrased by 
author.  
26 Arnold van Gennep, The Rites of Passage , 43. 
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Init iation rituals of the Austral ian Kurnai 

Shifting to initiation rites in totem groups involves an act of separation from the previous 

environment. Following separation, ‘the novice is secluded in the bush, in a special place, in a 

special hut, etc., just as a pregnant woman is; and the seclusion is accompanied by all sorts of 

taboos.’27 Van Gennep explains the initiation ceremonies of the Kurnai, an Australian tribe.  

In some tribes the novice is considered dead, and he remains dead for the duration 

of his novitiate. It lasts for a fairly long time and consists of a physical and mental 

weakening which is undoubtedly intended to make him lose all recollection of his 

childhood existence. Then follows the positive part: instruction in tribal law and a 

gradual education as the novice witnesses totem ceremonies, recitations of myths, 

etc. The final act is a religious ceremony, and, above all, a special mutilation which 

varies with tribe (a tooth is removed, the penis is incised, etc.) and which makes the 

novice forever identical with the adult members. 

Ojibway init iation rites into the order of Mide 

The Kurnai ritual described above is similar to that of the Ojibway initiation rites into clans:  

Ojibway ceremonies of entrance into the “order of the Mide,” whose sequence is as 

follows: a sacred hut is built; the child is attached to a board and during the entire 

ceremony behaves as if he had lost all personality; the participants are dressed, 

painted, etc.; there is a general procession to the interior of the hut; the chiefs-

magicians-priests kill all the participants and resurrect them one after the other.28  

Van Gennep explains that this massacre and resurrection process continues until noon, 

followed by processions within the hut, then ‘a meal of maize cooked in water is eaten in 

common, and the children partake of it.’29 

Puberty r ites of the Negroes of the Congo 

As a final example, the puberty rites for the Negroes of the Congo outlines the order of the 

rite in relationship to changes in physical environments: 

The novice is separated from his previous environment… He is taken into the forest, 

where he is subjected to seclusion, lustration, flagellation, and intoxication with palm 

wine, resulting in anesthesia. Then comes the transition rites, including bodily 

                                                        
27 Ibid., 74. 
28 Ibid., 77. 
29 Ibid. 
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mutilations…The trial period is followed by rites of reintegration into the previous 

environment… Before they enter the relearning process, which takes several months, 

the initiates bathe in a stream, and the sacred hut is burned.30  

Exploring these tribal initiation rites and the subsequent changes in environment, van 

Gennep outlines a common sequence: ‘rites of separation from the usual environment, rites 

of incorporation into the sacred environment; a transitional period; rites of separation from 

the local sacred environment, rites of incorporation into the usual environment.’ 31  The 

establishment of new residences, huts or houses, is, he suggests ‘marked in the ceremonies 

by rites of separation, always primarily focused on the territorial passage.’32 However, clearly 

absent from the descriptions of these ritual sequences and passages are explanations of the 

interior spaces and the interior elements that are involved and/or affect the body’s ritual 

experience. 

The only two examples presented by van Gennep of ritual passages that give some sense of 

the interior dimension are the initiation rites at Eleusis and the Chinese tribal rite of the ethnic 

group of Ho-mi, involving the process of the future son-in-law coming to collect his wife from 

the future father-in-law’s house. The procession of the neophytes into the Eleusinion is 

elaborated in great detail.33 Of significance to this research is the passage describing the 

interior enclosure. 

The procession entered the enclosure, whose high walls, like those at Athens, were 

meant to conceal from the profane what was going on in the sacred world… It is 

known that the initiation included: (a) a voyage through a hall divided into dark 

compartments which each represented a region of hell, the climbing of a staircase, 

the arrival in brightly illuminated regions, and entrance into the megaron, where 

sacra were displayed.34 

This process was meant to symbolise the body’s passage through Hades in a dead state and 

rebirth into the sacred world.  

The Chinese tribal rite, performed by the Ho-mi, involves the following sequence.  

                                                        
30 Ibid., 81. 
31 Ibid., 82. 
32 Ibid., 116. 
33 Ibid., 90-91. 
34 Arnold van Gennep, The Rites of Passage (Chicago: The University of Chicago Press, 1960), 91. 
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The father-in-law leads the son-in-law through the second and third hall and makes 

him cross the pavilion. At each door, an aide loudly announces the rite which must be 

accomplished, and the son-in-law prostrates himself twice. This procedure is called 

the ‘obeisance to the doors’ (pai men). The opening of the doors becomes important 

to the father-in-law because he is about to permit his daughter to be seen; that is why 

he creates difficulties for the son-in-law.  

These two ritual processes highlight some aspects of the interior, including interior elements: 

walls, halls, staircases, lighting, and doors. Of all the rituals included in van Gennep’s Rites of 

Passage, these are the only examples where evidence and inclusion of the interior is briefly 

discussed.  

Through examples of rituals, including the ones I have mentioned above, van Gennep 

illustrates the ritual process informed by The Rites of Passage Theory, by highlighting the 

common sequential pattern; (1) separation, (2) a transitional period, and (3) re-incorporation. 

In the final chapter, van Gennep wrote that ‘the underlying arrangement is always the same. 

Beneath a multiplicity of forms, either consciously expressed or merely implied, a typical 

pattern always recurs: the pattern of the rites of passage.’35 Van Gennep explains that 

although the pattern of rites of passage emerges with a sense of consistency, there are 

variations of the patterns in the emphasis on particular phases over others. Van Gennep 

speculates that although there was a common tripartite structure and pattern underlying all 

rituals, including the subcategories of separation, liminality and re-incorporation, these ‘three 

subcategories are not developed to the same extent by all people or in every ceremonial 

pattern.’36 Van Gennep adds that these conditions are not always equally elaborated. 

However, a significant gap is evident in van Gennep’s analysis of the rites of passage that 

occur in varied rites and ceremonies. Although, at times, the context of the interiors in which 

these ceremonies and rites occur is mentioned, it is not explicitly detailed or given major 

significance. Analysis of the interior forms, spaces, materiality, and elements  within these 

tribal villages and sacred ritual spaces is absent. 

Various positionings: extend, support or challenge 

Van Gennep’s Rites of Passage Theory identifies a universal tripartite pattern that is 

embodied and expressed in ritual performances. Bell explains the theory thus: 

                                                        
35 Ibid., 191 (original emphasis). 
36 Ibid., 11. 
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The first stage, separation, is often marked by rites of purification and symbolic 

allusions to the loss of the old identity (in effect, death to the old self): the person is 

bathed, hair is shaved, clothes are switched, marks are made on the body, and so on. 

In the second or transition stage, the person is kept for a time in a place that is 

symbolically outside the conventional sociocultural order (akin to a gestation period): 

normal routines are suspended while rules distinctive to this state are carefully 

followed (not touching the ground, no contact with other people). In the third stage, 

symbolic acts of incorporation focus on welcoming the person into a new status (in 

effect, birth of the new self): there is the conferral of a new name and symbolic 

insignia, usually some form of communal meal, and so on.37  

There are some theorists who are critical of the over-generalisation of all rituals to a simplified 

explanation of a tripartite pattern and therefore seek to re-interpret rituals through alternative 

ways. For example, Edmund Leach challenges van Gennep’s assumptions and explanation of 

rituals in a three-stage sequence, and instead focuses on revealing binary oppositions in 

ritual.  

For Leach, rituals help sustain a neat, synchronic conceptual system by making it 

possible for distinct categories—like the sacred and the profane, the natural and the 

cultural—to impinge on each other in carefully circumscribed ways. Ritual is a form of 

nonverbal communication, but, like linguistic communication, its signs and symbols 

have meaning only by virtue of their place in systems of relationships with other 

symbols.  

Leach describes ritual, not through a tripartite and sequential system of phases, as van 

Gennep sees it, but through a system of relationships expressed in binary oppositions.  

 

 

RELEVANCE OF THE RITES OF PASSAGE THEORY TO INVESTIGATIONS OF THE 

INTERIOR 

 

Tripartite Pattern 

Van Gennep’s study of ritual interpreted the internal organisation of ritual in a universal 

tripartite pattern of three distinct and sequential phases; separation, liminality and 

                                                        
37 Catherine Bell, Ritual Theory, Ritual Practice (Oxford: Oxford University Press, 2009), 36. 
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incorporation. The Rites of Passage operates to separate, change, and reunite bodies 

through ritual performances. The exploration of the role of the interior and its connection to 

this tripartite pattern is significant for this research. Does the interior play a role in the 

amplification or suppression of this ritual pattern? If so, in what ways does it influence the 

ritual process, and is it possible to identify how, by revealing interior elements, the interior 

affects the ritual process? 

Territorial passage 

Although the connection between the rites of passage and the interior is subtle in the works 

of van Gennep, it is evident when one examines his work closely, in his concept of territorial 

passage, where the link between spatial and social passage is made. The territorial passage is 

marked by the passage from one social state to another, and can be identified with spatial 

passage; in this framework, social passage embodies a sense of spatiality. 

Van Gennep wrote: 

the passage from one social position to another is identified with a territorial 

passage, such as the entrance into a village or a house, the movement from one 

room to another, or the crossing of streets and squares. This identification explains 

why the passage from one group to another is so often ritually expressed by passage 

under a portal, or by an “opening of the doors.” These phrases and events are 

seldom meant as “symbols”; for the semicivilised the passage is actually a territorial 

passage. In fact, the spatial separation of distinct groups is an aspect of social 

organization.38  

Bell explains how, in van Gennep’s interpretation, changes in spatial location are used to 

designate changes in social identity:  

Moving people from one marked place to another, often passing through doors, 

arches, or gates, appears to be a common way to signal and to effect a change in 

social status. A married couple passes through a festooned arbor or church door to 

signal their emergence into the new social state of marriage. A born-again Christian 

descends into a pool of water and emerges from the other side spiritually cleansed, 

committed, and “made new.” His [van Gennep’s] analysis of the logic of ritual 

movements in space remains one of the most useful explanations of both the internal 

                                                        
38 Arnold van Gennep, The Rites of Passage, 192. 
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structure of rituals and the way they work as symbolic orchestrations of socially real 

change.39 

Although scholars of ritual, including van Gennep and Bell, have alluded to relationships 

between ritual and spatial passages, they are rarely given priority or examined in detail or 

depth. This thesis acknowledges this gap in the literature as an opportunity to interrogate the 

relationship between domestic ritual and spatiality further. This research takes up the 

challenge to explore and analyse the interior and physical dimensions of ritual and to 

investigate the role of the interior (the spatial elements) in ritual, thus contributing to the 

disciplines of Interior Architecture and the field of ritual studies.  

 

The Relationship Between Van Gennep and Turner: Extension + Elaboration 

The first reference Turner made to van Gennep’s concept of the liminal was in a chapter of his 

book, The Forest of Symbols: Aspects of Ndembu Ritual, published in 1967. He declares his 

intent ‘to consider some of the sociocultural properties of the “liminal period” in that class of 

rituals which Arnold van Gennep has definitively characterized as “rites de passage.”’40  

In a later article, Turner explicitly addresses the link between van Gennep’s Rites of Passage 

Theory and the direction of his own theory on ritual: 

Liminality is a concept borrowed from the Belgian folklorist Arnold Van Gennep, 

which like a pebble, I tossed speculatively into the pool of my anthropological data 

about a dozen years ago, to try to make more sense than I had previously been able 

to do of ritual processes I have observed in Central Africa. Since then it has been 

spreading rings in my work and through over wider ranges of data drawn not only 

from preindustrial societies, but also from complex, large-scale civilizations. My 

theoretical focus has correlatively shifted.42  

Turner states his intentions to make use of van Gennep’s theory by first examining liminality, 

‘what Van Gennep meant by it,’43 and then elaborating upon his formulation. The major point 

of difference between Turner’s and van Gennep’s concepts of ritual can be found in the 

primary focus of each work. For van Gennep, the universal applicability of The Rites of 

                                                        
39 Catherine Bell, Ritual Theory, Ritual Practice (Oxford: Oxford University Press, 2009), 37. 
40 Victor Turner, The Forest of Symbols: Aspects of Ndembu Ritual (Ithaca: Cornell University Press, 1967), 93. 
42 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F. Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 36-52. 
43 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F. Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 36-52. 
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Passage Theory—the identification of the tripartite processual structure in rites—was the 

primary focus of his ritual investigations. For Turner, the focus was on the elaboration on the 

concept of liminality itself. Turner not only addressed the significance of the liminal phase of 

ritual, he further identified and expanded the core characteristics of the liminal. These core 

characteristics will be discussed at length in the following section. Table 2.1, below, is an 

extension of Table 2.0 (please refer to page 25); it demonstrates how Turner extended and 

elaborated upon van Gennep’s theory of liminality. 

 

 SEPARATION LIMINALITY RE INCORPORATION 

 “Preliminal rites” “Liminal rites” “Postliminal rites” 

Core 

characterist ics: 

§ Separation 

§ Detachment 

§ Communitas 

§ Anti- structure 

§ Flow 

§ Return 

§ Re-

incorporation 

§ Re-united 

Table 2.1: Turner’s elaboration and extension of the theory of liminality. James 2012. 

 

 

VICTOR TURNER’S THEORY OF LIMINALITY 

 

Turner contextualises liminality as a specific ritual phase embodying particular characteristics 

and qualities. He defines it as an ‘interstructural situation’44, ‘a realm of pure possibility 

whence novel configurations or ideas and relations may arise’45, and as ‘the realm of primitive 

hypothesis, where there is a certain freedom to juggle with the factors of existence.’46 He 

describes the liminal phase of ritual as space of paradox, ambiguity, and placelessness; a 

limbo space occupied temporarily by a moving ‘transitional-being.’47 Parallels are drawn 

between the ambiguous characteristics of the liminal phase and the effect of this sense of 

ambiguity upon the body transitioning through ritual. Turner terms the body situated within 

                                                        
44 Victor Turner, The Forest of Symbols: Aspects of Ndembu Ritual (Ithaca: Cornell University Press, 1967), 93. 
45 Ibid., 97. 
46 Ibid., 106. 
47 Ibid., 95. 
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this phase of ritual ‘liminaries‘48 or liminal personae (‘threshold people’).49 He proposes that 

the body undergoing liminality is in a state of ‘neither-this-nor-that, here-nor-there, one-

thing-not-the-other’50 and ‘at once no longer classified and not yet classified’: 

The most characteristic midliminal symbolism is that of paradox, or being both this and 

that. Novices are portrayed and act as androgynous, or as both living and dead, at 

once ghosts and babes, both cultural and natural creatures, human and animal.51 

Turner proposes that the body is both this and that; the body is ambiguous because it is two 

things at once, both one thing and another thing simultaneously. He highlights the 

relationship between the body and the ritual process: 

The first phase of separation comprises symbolic behaviour signifying the 

detachment of the individual or group either from an earlier fixed point in the social 

structure or a set of cultural conditions (a “state”); during the intervening liminal 

period, the state of the ritual subject (the “passenger”) is ambiguous; he [or she] 

passes through a realm that has few or none of the attributes of the past or coming 

state; in the third phase the passenger is consummated. The ritual subject, individual 

or corporate, is in a stable state once more and, by virtue of this, has rights and 

obligations of a clearly defined and “structural” type, and is expected to behave in 

accordance with certain customary norms and ethical standards.52 

Turner positions the body, first, as a detached and separated body, then as an ambiguous 

‘passenger’ passing through a transitory realm, to become a ‘stable’ body re-incorporated 

back into society. Turner linked this tripartite sequence to an understanding of the process of 

life: 

the movement of man [and woman] through his [or her] lifetime, from a fixed 

placental placement within his [or her] mother’s womb to his [or her] death and 

ultimate fixed point of his [or her] tombstone and final containment in his [or her] 

grave as a dead organism—punctuated by number of critical moments of transition.53 

                                                        
48 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F.Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 37. 
49 Victor Turner, The Ritual Process: Structure and Anti-Structure (Chicago: Aldine Publishing Company, 1969), 95. 
50 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F.Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 37. 
51 Ibid., 96. 
52 Victor Turner, The Forest of Symbols: Aspects of Ndembu Ritual (Ithaca: Cornell University Press, 1967), 94. 
53 Ibid. 
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It was these critical moments of transition that Turner analysed to explain the core 

characteristics and qualities of liminality. Three of Turner’s key characteristics will be 

discussed in the following section. These include the concepts of communitas, anti-structure 

and play and flow. 

 

Communitas 

Turner’s concept of communitas is closely related to his idea of liminality as transformational. 

To experience communitas is to experience a sense of change and transformation within a 

collective group, as well as within the individual as part of that group. In The Forest of 

Symbols, Turner writes that ‘there is often complete equality during the liminal phase—an 

elimination of distinctions and gradations.’ 54  In The Ritual Process: Structure and Anti-

Structure (1969) he elaborates on this idea, stating that liminality ‘reveals a generalized social 

bond.’55 Through liminality, a particular mode of human interrelatedness and connectedness 

emerges: ‘society as an unstructured or rudimentarily structured and relatively 

undifferentiated comitatus, community, or even communion of equal individuals.’56 According 

to Turner, communitas engenders a sense of ‘lowliness and sacredness, of homogeneity and 

comradeship’57 among the bodies involved in ritual. 

Turner explains that communitas can’t continue indefinitely, as it is a product of liminality that 

has a temporal, momentary existence. As with other characteristics of the liminal period, such 

as moments of anti structure, play and flow, these conditions are temporal and fleeting, and 

arise, sometimes spontaneously in performance, but always momentarily; the moments have 

a limited time span and cannot endure.  

 

Anti-structure 

In The Ritual Process: Structure and Anti-Structure (1969), Turner addresses another core 

characteristic of the liminal phase of ritual, the concept of anti-structure. Bell observes, 

developing and extending Van Gennep’s tripartite explanation of ritual structure—

separation, transition, and reincorporation:  

Turner recast this sequence into a more fundamental dialectic between the social 
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order (structure) and a period of social disorder and liminality (antistructure) that he 

termed communitas. Rituals, he argued, affirm the social order while facilitating 

disordered inversions of that order: through such inversions, the original order is 

simultaneously legitimated and modified—either in its basic structure or by moving 

people from one status to another.58 

Anti-structure is also associated with the idea of play, and more specifically, ludic play.59 

Turner wrote, ‘Liminality is particularly conducive to play…. In liminality, new ways of acting, 

new combinations… are tried out, to be discarded or accepted,’61 and the body engaged in 

ludic play moves from ‘prescribed formal, stereotyped action to a free “play” of 

inventiveness.’62 Turner’s concept of play as a characteristic of liminality is associated with a 

sense of the freedom of the body engaged in ritual. Turner proposes that play is freedom to 

transcend normative social, structural limitations, and to play with ideas, with fantasies.63 In 

this sense, liminality is associated with the creative and the experimental.  

The notion of play, according to Performance Theorist, Richard Schechner, ‘gives people a 

chance to temporarily experience the taboo, the excessive, and the risky,’64 as well as leading 

people into a second reality that is separate from ordinary life.  

This reality is one where people can become selves other than their daily selves. 

When they temporarily become or enact another, people perform actions different 

from what they do ordinarily. Thus, ritual and play transform people, either 

permanently or temporarily.65  

Schechner explores the relationship between play and flow. Referencing the work of Mihali 

Csikszentmihalyi, Schechner defines flow as ‘what people felt when their consciousness of the 

outside world disappeared and they merged with what they were doing… with whatever 

activity one was engaged in.’66 Schechner explains that ‘flow occurs when the player becomes 

one with the playing,… [when] the boundary between the interior psychological self and the 

performed activity dissolves,’ being close to the experience of trance and ‘the oceanic 

                                                        
58 Catherine Bell, Ritual Theory, Ritual Practice (Oxford: Oxford University Press, 2009), 40. 
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61 Ibid. 
62 Ibid. 
63 Ibid., 42. 
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experience of rituals.’70 Flow can thus be an extreme self awareness, and at the same time a 

complete loss of self. In the following section, I will explain the ways that Turner drew from 

Csikszentmihalyi’s concept of flow and integrated these features to expand his understanding 

of liminality.  

 

Flow  

Turner concludes his discussion of liminality in Variations on a theme by proposing a link 

between his theory of liminality and Mihali Csikszentmihalyi’s concept of flow. 71 

Csikszentmihalyi defines flow as the “holistic sensation present when we act with total 

involvement… a state in which action follows action according to an internal logic which 

seems to need no conscious intervention on our part.”72 Turner sees the experience of flow as 

directly related to the experience of liminality. He integrates these two concepts in a 

discussion of Csikszentmihalyi’s six distinctive features and qualities of the flow experience. 

These are summarised in the table below.  

 Features and qualit ies of the f low and 

l iminal experience: 

1. The experience of merging action and awareness. 

2. Centering of attention on a limited stimulus field. 

3. Loss of ego. 

4. Control of actions and of the environment. 

Skills matched to the demands made on the body 

by ritual. 

5.  Contains coherent, non-contradictory demands for 

action. 

6. Flow is autotelic. 

Table 2.2: Qualities of liminality and flow. James 2012. 

The terms above are adopted from Variations on a Theme of Liminality.73 

                                                        
70 Ibid. 
71 Mihaly Csikszentmihalyi was a social psychologist who was a colleague of Turner. Turner made the link between 
the concepts of ‘flow’ and ‘communitas’ through his study of liminality.  
72 Mihaly Csikszentmihalyi, Flow (USA: HarperCollins, 2009), 43. 
73 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F. Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 36-52. 



 39 

 

Csikszentmihalyi’s concept of flow parallels Turner’s Theory of Liminality, supporting and 

extending the principles previously explored by Turner. Turner stated that it is the framing of 

sociocultural processes (by which, it is inferred, that Turner is referring to the tripartite ritual 

process), that ‘calls attention to the presence of flow, even perhaps to amplify it.’74 In the 

following section I will briefly illustrate how the concept of liminality has been explored by 

others from within, and beyond, the field of ritual studies, thus opening new perspectives on 

the liminal phase of rituals.  

 

Alternative perspectives of l iminality 

An in-depth and critical review of the entire existing literature on liminality is beyond the 

scope of this thesis. I have chosen to refer to two alternative ways in which the theoretical 

concept of liminality has been interpreted by other theorists, in order to suggest how Turner’s 

theory of liminality is supported, extended or challenged by other approaches.  

 

The expression of ambiguity and paradox 

In his analysis of rituals, Turner interpreted the liminal phase as expressing ambiguity and 

paradox, summarised by Bell as follows:  

The initiates [the body/s engaged in ritual] are simultaneously treated as if they are 

neither dead nor alive, yet also as if they are both dead and alive. For example, 

young boys undergoing tribal initiation might be treated as polluted corpses or 

helpless fetuses in positions of burial not unlike those of gestation. For the duration 

of this stage of the ritual process, the initiates “have no status, property, insignia, 

secular clothing, rank, kinship position, nothing to demarcate them structurally from 

their fellows.75  

In Variations on a Theme of Liminality, Turner states that ‘the most characteristic midliminal 

symbolism is that of paradox, or being both this and that. Novices are portrayed and act as 

                                                        
74 Ibid., 51. 
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androgynous, or as both living and dead, at one ghosts and babes, both cultural and natural 

creatures, human and animal.’76 

This idea of paradox and ambiguity can also be identified in the work of Cultural theorist, 

Homi Bhabha. Bhabha outlines the idea of hybridity and difference as a way of understanding 

the liminal. “This interstitial passage between fixed identifications opens up the possibility of 

a cultural hybridity that entertains difference without an assumed or imposed hierarchy.”77 Re-

interpreting the liminal as a potentially disruptive inbetweeness, Bhabha offers an alternative 

perspective to Turner’s reading of the liminal.  

 

Space of potential ity 

The Japanese concept of Ma, although never related explicitly to ritual, expands the notion 

of liminality as a space of ambiguity and in-betweeness. Arata Isozaki defines Ma as a present 

emptiness, a gap in a process, and a constructed interstitial internal space of possibility and 

potentiality: 

The term ma itself came to be glossed as follows: “originally means the space in 

between things that exist next to each other; then comes to mean an interstice 

between things—chasm; later, a room as a space physically defined by columns 

and/or byobu screens; in a temporal context, the time of rest or pause in phenomena 

occurring one after another.” Such definitions tend to confuse original uses with 

present-day meanings—those that came into being after the introduction and 

translation of Western concepts of time and space. Extensions of meaning such as 

“in-between space’ and “pause” must have attained common usage only after the 

importation of Western ideas. It seems to me that ma ought best be thought of as 

“gap,” or (as with the original Sanskrit meaning) an original “difference” immanent in 

things.78 

Isozaki understands liminality to include the concepts of interstice, chasm, rest, pause, gap 

and difference. Significantly, these definitions of ma open up potential connections between 

notions of liminality and interior and spatial dimensions. Babha’s and Isozaki’s interpret the 

theoretical concept of liminality in ways that support and extend Turner’s original thesis. In 

                                                        
76 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F. Moore and Barbara G. Myerhoff 
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the concluding section I will briefly summarise the major points of this theory and outline the 

theoretical implications and relevance to the discipline of Interior Architecture.  

 

 

RELEVANCE OF LIMINALITY TO INVESTIGATIONS OF THE INTERIOR 

 

Table 2.3 below synthesises the core characteristics of liminality, derived from a critical review 

of Turner’s Theory of Liminality.  

Core characterist ics and qualit ies of 

the l iminal:  

Summary: 

Communitas § New social relations 

§ Human interrelatedness and 

connectedness 

Anti-structure § Deviation from social norms 

§ Elements of destruction/ slippages 

Play § Creative process 

Flow § Deep engagement and participation 

in ritual 

Table 2.3: The core characteristics and qualities of liminality. James 2012 

 

Turner’s Theory of Liminality not only offers an alternative perspective of ritual that builds 

upon and extends van Gennep’s theory, but it has influenced how researchers investigate 

rituals. Exploration of liminality in rituals has shifted the direction of the study of ritual from 

notions of structure and process towards the dynamic nature and process of ritual. Bobby 

Alexander writes that ‘newer studies have increasingly shown the dynamic nature of ritual… 

there is a new emphasis in ritual as flowing and changing activity and greater attention to 

ritual’s improvisatory and indeterminate or open-ended dimensions.’79 Alexander suggests 

that these newer studies of ritual ‘emphasise the flexible, fluid, and open-ended qualities of 
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ritual, thus are more focused towards the immediacy and particularities of ritual as opposed 

to the generation of generalized and objectified theoretical explanations.’80  

 

Of significance to the investigation of the interior is the integration of the temporal and 

transformational aspects of liminality through the analysis of the relationship between social 

and spatial transitions. Importantly, the integration of liminal concepts as a way of 

understanding the anti-structural and dynamic nature of ritual situations may occur in 

relationship to the structural and ordered nature of the ritual process, as first theorized by van 

Gennep. The integration of these theories highlights how ritual can be positioned as both a 

homogeneous and heterogeneous experience, as structural and anti-structural, and as 

ordered and dynamic, thus revealing the essence of ritual is multidimensional.  

 

The significance of integrating ritual theory with Interior Architecture potentiates new insights 

into rethinking and representing everyday situations, whereby ritual moves beyond routine 

and connects to interiority though a critical discussion of elements including spatial passages, 

thresholds, spatial transitions, liminal spaces, spatial order and temporal programming. The 

hypothesised connection between ritual and interior can thus be interrogated by 

acknowledging the existing scholarship on ritual through an analysis of ritual theory and the 

application of existing theoretical principles to new investigations into domestic rituals. 

Acknowledging the existing field of ritual studies has revealed opportunities to expand and 

contribute to this field through the development of new modes of inquiry, that draw from and 

develop upon ethnographic methodologies, that enable the researcher to interrogate and 

analyse the relationship between ritual and interior spatiality further in order to produce 

insights into rethinking and representing everyday situations.  

  

 

FRAMING THE ETHNOGRAPHIC POSITION IN INTERIOR ARCHITECTURE 

 

Bodies engage and participate in situations in the interior, and are constantly engaged in 

processes of change and alteration. Bodies are thus never just located as static entities in the 

interior, but are always participating in processes that transition and transform the body both 
                                                        
80 Bobby Alexander, “Ritual and Current Studies on Ritual. Overview,” in Stephen D. Glazier (ed.), Anthropology of 
Religion. A handbook (London: Greenwood Press, 1997), 151-152. 
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physically and psychologically. Therefore, understanding the interior through conceptions of 

situations, events, and practices opens an alternative discourse with which to position and 

frame current and future investigations of the interior, generating new ideas and theories on 

the interior. 

 

Reena Tiwari, integrating Lefebvrean theories, explores the relationship between the 

production of social space and ritual. Tiwari explores the theoretical shift from the visual 

emphasis of space towards the notion of space as the space of lived experience, in 

discussions led by Walter Benjamin, Lefebvre, de Certeau, Neil Leach, and Edward Soja, 

among others.81  

 

With the development of the science of perspective around the fifteenth century 

there was a shift in urban discourse that led to a new way of viewing space, a view 

that was abstract and neutral with no relation whatsoever to the body except the eye. 

This view of space started influencing the way space was experienced and 

represented with a visual emphasis. There has been a considerable swing from this 

view in contemporary urban discourse, where the notion of space as the space of 

lived experience has gained prominence.82  

 

Tiwari illustrates this shift in urban discourse through the work of Lefebvre, proposing an 

understanding of the city through Lefebvre’s idea of lived experience and his concept of 

rhythmanalysis83 as a tool to understand rituals and map the body’s engagement in urban 

rituals. Tiwari explains that Lefebvre’s notion of ‘right to the city’ is about empowering the 

users of the space. It is also about spatialising the practices of everyday life in city spaces. 84 

 

In Discipline and Punish (1977), Foucault argue that the disciplinary ordering of space by 

means of spatial practices was a means of controlling and regulating activities, the 

establishment of order, and the disciplining of the body within space. Foucault, writing on the 

disciplinary procedures that organise social space, speculated that the body located in a 

spatial-social order was ‘carefully fabricated in it…invested by its effects of power’.85 He 
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speculated that the body re-activated power because the body can never be isolated from 

space, but rather is always an intrinsic part of it. Thus the ordering of space through the 

regulation of practices, in turn, regulated the engagement of the body with the social and 

spatial order that contained it. Bell, focusing on the power of ritualisation, links Foucauldian 

theories with ritual.  

 

It is in ritual – as practices that act upon the actions of others, as the mute interplay of 

complex strategies within a field structured by engagements of power, as the arena 

for prescribed sequences of repetitive movements of the body that simultaneously 

constitute the body, the person, and the macro and micronetworks of power – that 

we can see a fundamental strategy of power.86  

 

Bell addresses the idea of ritualisation ‘as the interaction of the social body with a structured 

and structuring environment.’87 Exploring Foucault’s ideas about ritual, Bell writes:  

 

In attempting to depict how this type of power is exercised, Foucault consistently 

chooses the nomenclature of ‘ritual’ to evoke mechanisms and dynamics of power… 

Ritual is one of several words he uses to indicate formalized, routinised and often 

supervised practices that mold the body.88  

 

Foucault theorised that the body is ‘the place where the most minute and local social 

practices are linked up with the large scale organisations of power.’89 ‘Power relations have an 

immediate hold upon it; they invest it, mark, train it, torture it, force it to carry out tasks, to 

perform ceremonies, to emit signs.’90  Foucault was thus concerned with how power relations 

penetrate the body through the constitution and manifestation of social practices embedded 

in the order of specific spatial arenas.  

 

A discussion of these theorists reveals commonalities and similarities that link these disparate 

works together. Similarly, space is positioned as constituted by a multiplicity of practices that 

locate and situate the body in motion. For example, space is considered as an ensemble of 

movements (de Certeau), a network of flows (Lefebvre) and a social field of practices 

                                                        
86 Catherine Bell, Ritual Theory Ritual Practice (New York: Oxford University Press, 1992), 204. 
87 Ibid. 
88 Ibid., 201. 
89 Ibid., 167. 
90 Ibid. 



 45 

(Bourdieu), and these practices regulate and affect the body (Foucault). The commonality 

between these ideas is an approach to space that is rooted in the idea of spatial practices, 

and the need to integrate practices as a way of understanding the interior, the world, and the 

body’s occupation and existence within it.  

 

The integration of practices as a way of approaching interiors has given rise to a whole series 

of questions regarding the nature of occupation and existence in interiors. Departing from 

static presentations and representations of the interior that suggested occupation and 

existence as something bound and located, these new approaches envisage occupation as 

temporal and processual—the body occupied and engaged in unfolding situations—thus 

shifting the way existence in interiors is understood from being-in-space to being temporally 

situated in practice; that is, the body is actively engaged and directly participating in multiple 

situations. The unpacking and exploration of the notion of space as the space of lived 

experience, most significant to this thesis, by Tiwari, Bell and Foucault, has revealed theories 

of space that have been re-conceptualised and re-examined through theories of ritual and 

through an analysis of ritual practices in different spatial settings. 

 

As evidenced in the discussion above, the work of Tiwari, Bell and Foucault is significant to 

this thesis not only through theoretical contributions that have explored the relationship 

between social space and ritual, but also through an analysis of their methodological 

approaches. In particular, this thesis develops and extends upon Tiwari’s scholarship in both 

theoretical and methodological ways.  

 

Tiwari addresses the body as a research instrument, engaged in rituals and performances. 

Tiwari proposes that knowledge and understanding of performances are constructed through 

the lived-experience of the body engaged in the rhythms of everyday rituals and practices.91. 

This approach is termed Rhythmanalysis, first developed by Lefebvre, and involves the 

location of the body in the performance in order to ‘experience and live the inscribed 

rhythms.’92 This process goes ‘beyond a visual engagement’93, into an ‘immersion in the 

                                                        
91 ‘Body is viewed within its social-cultural context. The way people use their bodies in the space becomes important 
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understand and represent it.’ Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington 
Books, 2010), 20. 
92 Ibid., 9. 
93 Ibid. 



 46 

rhythmic, temporal dimensions of the space.’94 Although I do not employ rhythmanalysis in 

this thesis, Tiwari offers insights into the importance of the body as a research instrument in 

ethnographic research, specifically addressing the significance of the body engaged in ritual 

performances as a way of building ethnographic knowledge. Building upon Tiwari’s 

framework, I focus on the psychological dimensions of the body’s lived experience of rituals 

by revealing, not only the ways that bodies engage and experience the rhythmic and 

temporal dimensions of ritual, but how the body, at times, comes into conflict and negotiates 

the rhythms and patterns of the ritual.  

 

This type of approach engenders a different epistemology than traditional forms of 

ethnographic inquiry that have maintained and encouraged distance and detachment to 

produce objectified accounts of reality. The embodied knowledge that is generated from 

engagement and subjective experiences in performances highlights the role of the 

researcher’s body as an important source of epistemological understanding.  

 

 

EMBODIED PERFORMANCES AS RITUALISED SPATIAL PRACTICES 

 

This research develops and extends upon the existing scholarship by Turner, van Gennep, 

Tiwari, Bell and Foucault. They have been foregrounded in this research, as I have identified 

their work as being framed in terms of ritual and therefore significant to this thesis. 

Acknowledged is the established links, found within their work, between spatial practices, 

ritual and ethnographic research methods. This research enquiry thus develops and extends 

upon this existing scholarship and is positioned within a wider field of scholarship that 

includes ritual/ performance theory and spatial theories.  

 

Posit ioning of this thesis in relation to the existing scholarship in the Interior 

Architecture f ield 

In this thesis, I position the interior as constituted by a series of everyday ritual situations that 

are encountered and engaged by the body. I define the creation of a ritual situation as the 

integration of three distinct elements; the interior, time and a structured process (that is, a 

processual pattern framed by a beginning, middle and end). A ritual situation involves the 

participation of the body. The body – with its needs, desires, instincts and motives – engages 
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in the situation and the situation comes into being. The ritual situation never operates in 

isolation from the wider social and cultural contexts in which it is situated. The ritual situation 

is therefore a dynamic interaction between social-cultural forces that shape it, and the internal 

forces of the body that occupies the interior through its temporal participation in the ritual 

situation.  

 

The turn to situation—the body’s active engagement in the unfolding of situations—is a key 

way of approaching and understanding the interior in this thesis. An analysis of the body in 

situation potentiates new insights into how the body occupies, experiences, relates and exists 

within the interior. The theorists who have signposted this approach include, but are not 

limited to Michel de Certeau, Pierre Bourdieu, Michel Foucault and Henri Lefebvre and their 

approaches to understanding space through investigating situated spatial practices has 

opened new doors into the investigation of the interior. The inclusion of these theorists and 

their theoretical contributions towards developing new ways of viewing, understanding and 

approaching space, constructs a spatial discourse in which my work is positioned.   

 

Bell, drawing on the theories of Bourdieu, links the theory of habitus to ritual practices 

performed within environments. Bell writes that ‘The social body internalizes the principles of 

the environment being delineated,’95 and these principles are embodied and expressed in 

ritual performances. 

 

Through a series of physical movements ritual practices spatially and temporally 

construct an environment. The construction of this environment and the activities 

within it simultaneously work to impress these schemes upon the bodies of 

participants. This is a circular process that tends to be misrecognised, if it is 

perceived at all, as values and experiences impressed upon the person and 

community from sources of power and order beyond it.96  

 

Both Bell and Bourdieu highlight physical movement and the body’s active engagement in 

social practices and rituals as a means of understanding not only the construction of social 

fields through practices, but also the physical participation of the body within those 

constructed fields. 
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In The Practice of Everyday Life (1984), de Certeau raised two theories on space. Firstly, de 

Certeau positioned space ‘as an ordering system realized through spatial practices that 

locate the inscription of the body in that very order.’97 This resonates with Bourdieu’s theory 

of space as a social field of practices. Similarly to Bourdieu, de Certeau—referencing the 

creation of fields for military rituals and action—positions space as a zone, demarcated by 

frontiers, for rituals, practices and social action. A field through created through practices 

serves as a base for practical and social actions.  

According to de Certeau the organisation of space is constituted by ‘combinatory 

organization of the movements specific to units or groups of units’98 within situations and the 

‘relations among successive moments in an action, to the possible intersections of durations 

and heterogeneous rhythms.’99 Space is constituted ‘through the practices that articulate its 

interior space,’100 through ‘ritual that creates fields of action.’101 through movements of the 

body through periods of action.102 

 

The field, according to de Certeau is constituted by a series of programs or ‘practices 

through which space is appropriated,’ 103  and ‘the place where programs and actions 

interact.’104 Here, de Certeau links the idea of the field to a region, ‘A region is thus the space 

created by an interaction.’ 105  Interaction, according to de Certeau can be defined by 

movement (‘advancing, withdrawing, going into exile, returning, etc.’ 106 ), successive 

displacements (‘internal or external movements’), encounters (with space and with other 

bodies), and moments of contact between bodies.  

 

Secondly, de Certeau argued that ‘space exists when one takes into consideration vectors of 

direction, velocities and time variables. Thus space is composed of intersections of mobile 

elements. It is in a sense actuated by the ensemble of movements deployed within it.’107 

Space is thus positioned as constituted and realized through spatial practices. These 
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practices locate the body in a spatial order—an order that embodies notions of mobility, 

direction and time. Space in this sense is not static, but rather a system that locates the body 

within an ensemble of movements. De Certeau, contributing to an urbanistic discourse by 

reading space as a practised place, and linking to the work of Bourdieu and Foucault, 

‘provides a way of conceiving and constructing space on the basis of a finite number of 

stable, isolatable, and interconnected properties’ 108  realised through everyday practices. 

These practices, de Certeau argues, can be understood as spatial itineraries, trajectories, 

narrative structures and spatial syntaxes.  

 

By means of a whole panoply of codes, ordered ways of proceeding and constraints, 

they [narrative, spatial structures] regulate changes in space (or moves from one 

place to another) made by stories in the form of places put in linear or interlaced 

series: from here (Paris), one goes there (Montargis); this place (a room) includes 

another (a dream or a memory): etc.109  

 

De Certeau’s theories on the relationship between spatial practices and the constructed 

order are closely related to Lefebvre’s theory of space as a network of flows. Lefebvre 

theorised that space could be understood as a network of flows, as a ‘subtle form of social 

disintegration and reintegration’110, a process of bodily movement in and out of everyday 

practices. The body, according to Lefebvre, was never isolated from space, but rather, always 

engaged in space through its engagement in practices constituted by particular rhythms and 

flows. The inclusion of practices as a way of understanding the body’s relationship to space 

developed Lefebvre’s central thesis, the production of social space. Lefebvre defined space 

as a social practice constituted by the body’s everyday engagement and lived experience in 

practices. 

 

The synthesis of the literature not only locates my work within the discourse of ritual and the 

interior but also reveals a schism between understanding situated spatial practice and ritual 

performance. New avenues of research by those including (but not limited to) Bourdieu, 

Lefebvre, Foucault and de Certeau, shifted the way space was approached through 

investigations into situated spatial practices. I argue that through an extension and 
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development of these approaches and by adopting an approach that acknowledges 

embodied performance as ritualised spatial practices, elements such as culture, body and 

performance are brought together and when intersected with the discipline of Interior 

Architecture, these elements are expanded to include the interior, the physical and the 

spatial. It is argued, in this thesis, that ritual may be understood as a dynamic performance 

that exposes and reveals the complex and fluctuating forces of performativity inherent to 

built environments.  

 

Framing the research enquiry: the merging of interiors and performance to 

produce a new way of seeing performativity in the everyday through notions of 

r itual and process 

The focus of this research explores the body’s lived, interior experience of ritual 

performances. Building on concepts from Performance Ethnography allows the researcher to 

experience a culturally constructed, lived experience of ritual in all its dynamic and 

heightened complexity. Extending concepts, including in-depth performance, observation 

and/ or participation in socio-cultural processes and performance as a method of 

representation and understanding, from Performance Ethnography highlights potential 

relationships between the realms of Interior Architecture and the performance paradigm. 

Dorita Hannah highlights the potential relations between the field of Performance Studies 

and the performative dimensions of Interior Architecture practice. Hannah argues that the 

interdisciplinary focus of Performance Studies ‘has provided a more open discursive field that 

shifts the emphasis from theatricality’s overtly orchestrated artifice, ‘toward dynamic, 

fluctuating and ‘fleeting time-based interventions that comment on our contemporary 

condition. This opens up a new interdisciplinary design field within which to practice and 

theorise aesthetic, cultural and everyday experiences, where cultural artifacts are considered 

performative (active) rather than constative (descriptive).’111 Hannah thus highlights emerging 

directions that draw upon and utilise performance to address (through both theory and 

practice) everyday experiences in the lived world. These directions do not position an 

understanding of interiors purely through concepts of the theatrical or the dramaturgical, but 

rather offer new approaches to understanding interiors in dynamic and performative 

dimensions. 

 

                                                        
111 Dorita Hannah and Olav Harslof, Performance Design (Copenhagen: Museum Tusculanum Press, 2008), 12. 
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The merging of interiors and performance produces a new way of seeing performativity in the 

everyday through notions of ritual and process. Thus performance in terms of the interior 

offers both a theoretical and methodological way of knowing and understanding ways of 

being in space through the performance of everyday rituals. In this sense, ritual performances 

become ways of knowing and understanding interiors, and performance-based 

methodologies such as the framework developed in this thesis demonstrate modes of 

research that transcend the dramaturgical, and interiors as ‘theatrical entertainment’, and 

intersect with the bodily, the experiential and the transformational. 

 

The implementation of a performance philosophy highlights the dynamic and shifting 

domains between theory, method and event, such that ‘performance theory provides 

analytical frameworks; performance methods provide concrete application; and performance 

event provides an aesthetic or noteworthy happening.’112 The role of performance-based 

methodologies for the discipline of interior architecture is undeniably significant. With its 

emphasis on the return and role of the body as a tool for understanding, performance 

potentiates understandings of interior spaces that go beyond the domestic and the everyday, 

and reach the bodily and the cultural. 

 

Culture is understood as a dynamic performance that exposes and reveals the complex and 

fluctuating forces of performativity 113  inherent to built environments. ‘Performance has 

indeed’, in the words of Dwight Conquergood, brought about a ‘remarkable constellation of 

thinking relating to the meanings and effects of human behaviour, consciousness and culture. 

These days, it seems one can hardly address any subject in the arts, humanities, and social 

sciences without encountering the concept of performance.’ 114  Victor Turner, a leading 

anthropologist and ritual theorist, positioned most of his research within the intersections of 

culture and rituals, exploring the ways in which culture is expressed in ritual and seen in 

action.  

 

                                                        
112  D Soyini Madison and Judith Hamera, The SAGE Handbook of Performance Studies (California: SAGE 
Publications, 2006), xii. 
113 Such forces of performativity may include internal forces (internal to the body, such as instincts, desires, motives) 
and external forces (forces external to the body, such as socio-cultural forces that are manifested in space and 
tangibly felt, perceived and experienced). 
114 D Soyini Madison, Critical Ethnography: Method, Ethics, and Performance (California: SAGE Publications, 2005), 
140. 
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Cultures are most fully expressed and made conscious of themselves in their ritual and 

theatrical performances. A performance is a dialectic of flow, that is, spontaneous movement 

in which action and awareness are one, and of reflexivity, in which the central meanings, 

values, and goals of a culture are seen in action, as they shape and explain behaviour. A 

performance is declarative of our shared humanity, yet it utters the uniqueness of particular 

cultures.115 

 

Further, Turner suggests that it is our ability to think critically about performance that enables 

human beings to employ reflexivity, further expanding our sense of understanding about 

ritual performances: 

 

If man is a sapient animal, a tool-making animal, a self-making animal, a symbol-using 

animal, he, is no less, a performing animal, Homo Performans, not in the sense, 

perhaps that a circus animal may be a performing animal, but in the sense that a he is 

a self-performing animal – his performances are, in a way, reflexive, in performing he 

reveals himself to himself. This can be in two ways: the actor may come to know 

himself better through acting or enactment; or one set of human beings may come to 

know themselves better through observing and/or participating in performances 

generated and presented by another set of human beings.116 

 

Turner highlights an important element of cultural understanding of ritual performances—the 

unique understandings that are produced through observation and participation in 

performances generated by other cultures. In this sense, to reposition and strengthen our 

understanding of the reality and knowledge of interior spaces, researchers must analyse 

space through placing their body in new and therefore heightened interior contexts. The 

performative shift challenges the existing ways in which we know and represent the world, 

distinguishing itself from prior and existing research paradigms by privileging immediacy and 

involvement, not analytic distance and detachment. Performance-based methodologies offer 

both performance-sensitive ways of knowing and performance as understanding. From an 

interiors perspective, spatial understanding cannot fully be comprehended by only privileging 

the visual; to fully come to understand the dynamics and influence of the spatial, one must be 

                                                        
115 Richard Schechner and Willa Appel, By Means of Performance (Cambridge: University of Cambridge, 1990), 1. 
116 Victor Turner, The Anthropology of Performance (New York: PAJ Publications, 1987), 81. 
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a part of the intensity and immersive-ness117 of space and this understanding can only be 

produced through embodied, performative ways of knowing. In this sense, space as a 

performance event, must be felt through the body and experienced through the performative 

dynamics operating within the interior.  

 

One outcome of this research, contributing to the established field of inquiry into the interior, 

is the positioning of the interior as a fundamental and significant dimension of ritual. The 

absence of the interior dimension in ritual studies will be addressed in this research, thereby 

contributing theoretically to the discipline of Interior Architecture, as well as to existing ritual 

theory, through new and enriched conceptions of ritual that integrate and include the interior 

dimension of ritual. This research thereby seeks to demonstrate how a combination of literary 

scholarship, embodied research and creative practice contributes to an understanding of 

ritual and interior design theories and practices.  

 

                                                        
117 Smith, Dianne, “Color-Person-Environment Relationships.” Color Research and Application, 33 (4) (2008): 312-319. 
The paper defines immersive-ness as a subject in space, immersed in an event, oblivious of the environmental 
aspects. This does not mean that the subject is not affected by the environment, but rather the environment is not 
seen as distracting to the subject’s relationship to space. 
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METHODOLOGY 

RITUAL PRACTICE THROUGH AN INTERIOR ARCHITECTURAL LENS 

 

 

This chapter demonstrates how spatial adaptions of ethnographic methods have been 

implemented in this thesis. Highlighted is how Performance Ethnography research methods 

have been used to record ritual performances and interior experiences thereby 

demonstrating how an integration of research modalities including photography, field notes 

and sketches aid in visualising the phenomenological (sensorial and spatial-temporal) 

qualities of ritual. An embodied spatial ethnography mode of inquiry is developed in this 

thesis to interrogate ritual practice through an interior architectural lens. This approach is 

unpacked in this chapter through a critical interrogation of the mechanisms used in 

Performance Ethnography, the application of these mechanisms to an Interior Architecture 

context and a critical discussion on why the discipline of Interior Architecture can benefit from 

the adaptions and adoptions of ethnographic methods.  

 

 

MECHANISMS USED IN PERFORMANCE ETHNOGRAPHY 

 

Performance Ethnography is a research methodology that brings together elements of 

culture, body and performance. When intersected with the discipline of Interior Architecture, 

these elements are expanded to include the interior, the physical and the spatial. It is argued, 

in this thesis, that ritual may be understood as a dynamic performance that exposes and 

reveals the complex and fluctuating forces of performativity inherent to built environments.  

 

Denzin summaries Performance Ethnography as ‘a method of investigation, as a way of doing 

ethnography.’1 ‘Performance Ethnography represents and performs rituals from everyday life, 

using performance as a method of representation and a method of understanding.’2 Lincoln 

and Denzin propose that ‘Performance Ethnography offers the researcher a vocabulary for 

exploring the expressive elements of culture, a focus on embodiment as a crucial component 

                                                        
1  Norman Denzin, Performance Ethnography: Critical Pedagogy and the Politics of Culture (California: Sage 
Publications, 2003), 31. 
2 Ibid. 
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of cultural analysis and a tool for representing scholarly engagement, and a critical, 

interventionist commitment to theory in/as practice.’3  

 

Ethnography is a methodological research practice that engages the researcher in a specific 

socio-cultural context to study particular aspects of culture, people, and settings, primarily 

using the anthropological method of participant observation. Both anthropology and 

ethnography ‘are often concerned with performance, from rituals and folklore to cultural 

performances. Moreover, there has been a relationship between performance and 

anthropology/ethnography since the work of Richard Schechner and Victor Turner.’4  

In The Anthropology of Performance (1986) Turner calls for a focus on the function of 

performance in research.5 ‘In Anthropology there has been a noticeable shift in theoretical 

emphasis in recent years from structure to process, from competence to performance, from 

the logics of cultural and social systems to the dialectics of socio-cultural processes.’6 The 

performance paradigm is a ‘paradigm of process.’7 This paradigm emphasises ‘the doing, the 

experiential exhilaration of being in,’8 and part of, the research process. Turner argues that 

performance is a legitimate object of study for post-modern anthropology, proposing that 

performance can generate new understandings through the immediate participation of the 

body in performance, and, through the process of ‘observing and/ or participating in 

performances generated and presented by another set of human beings.’9 Turner termed this 

mode of inquiry Performance Ethnography: 

For several years, as teachers of anthropology, we10 have been experimenting with 

the performance of ethnography to aid student’s understanding of how people in 

other cultures experience the richness of their social existence, what the moral 

pressures are upon them, what kinds of pleasures they expect to receive as a reward 

                                                        
3 D Soyini Madison and Judith Hamera, The SAGE Handbook of Performance Studies (California: SAGE Publications, 
2006), 318. 
4  Shannon Rose Riley, “Miss Translation Goes to Cuba: Performance as Research toward a Performative 
Ethnography,” in Mapping Landscapes for Performance as Research, ed. Shannon Riley and Lynette Hunter (UK: 
Palgrave Macmillan, 2009), 218. 
5 Ibid. 
6 Victor Turner, The Anthropology of Performance (New York: PAJ Publications, 1987), 21. 
7 Ibid., 8. 
8 Ibid. 
9 Victor Turner, The Anthropology of Performance, 81. 
10 Turner is referring to his wife, Edith Turner and himself. 
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for following certain patterns of action, and how they express joy, grief, deference, 

and affection, in accordance with cultural expectations.11 

Edie and Victor Turner’s aims for Performance Ethnography were ‘to put students more fully 

inside the cultures’ they were studying 12. ‘In these occasions of intercultural reflexivity, we can 

begin to grasp something of the contribution each and every human culture can make to the 

general pool of manifested knowledge of our common human condition.’13 Their focus was to 

encourage the generation of understanding and knowledge through performance.  

Building upon the work of Victor Turner, Performance Ethnography was further developed by 

Dwight Conquergood and Norman Denzin. Denzin states that ‘in the late 1980s and early 

1990s, sociologists began to turn their ethnographic field notes into performances,’14 and 

‘thus was born Performance Ethnography, offspring of two disciplines; From social science, it 

inherited an emphasis on ethnography; from the arts and humanities, it inherited an emphasis 

on performance and interpretation.’15 Denzin argues that ‘this way of doing ethnography 

imagines and explores the multiple ways in which we can understand performance’16 through 

a performance framework that ‘views culture as a verb, not a noun; fieldwork as a 

collaborative process, a performance; and knowledge as performative, not informative.’17  

Through a review of the literature to date, two major summations of Performance 

Ethnography have been developed, separately, by Conquergood and Denzin. These 

summations address the major aspects of Performance Ethnography and are therefore a 

worthy inclusion in this current discussion on the development and definition of Performance 

Ethnography. Conquergood identifies four intersecting themes in the critical rethinking of 

ethnography, including (1) the return of the body, (2) boundaries and borderlines, (3) the rise 

of performance, and (4) rhetorical reflexivity. These points have been summarised in the table 

below. 

  

                                                        
11 Victor Turner, The Anthropology of Performance, 140. 
12 Ibid., 146. 
13 Ibid,., 153. 
14  Norman Denzin, Performance Ethnography: Critical Pedagogy and the Politics of Culture (California: Sage 
Publications, 2003), 29-30. 
15 Ibid., 30. 
16 Ibid., 4. 
17 Norman Denzin, Performance Ethnography, 28. 



 57 

 

Themes Major points synthesised 

The return of the body Participatory modes of research through 

bodily performance 

Putting one’s body in the performance 

Privileging of cultural experience from the 

interior (inside, emic perspective) 

Boundaries and borderlines Expanding distances of fieldwork across 

cultural boundaries and borderlines 

Privileges the fieldwork approach by 

travelling to other cultural contexts. 

Emphasising cultural performances as ways 

of generating understanding 

The rise of performance Highlights performance as a significant 

aspect in ethnographic and interior 

architecture research 

Consequences of performance as moving the 

writing of culture into a performance frame 

Highlights the value of participatory modes 

of research through performance and co 

performance 

Rhetorical reflexivity Highlights significance of reflexivity in the 

analysis of performance 

Emphasis on reflexivity and the integration of 

elements including auto-ethnography, 

emphasizing self-reflexivity 

Reflexive auto-ethnographers come to 

understand reflexively their position in the 

situation; this positioning is not concealed 

but presented in the ethnography 

Table 3.0: Conquergood’s four intersecting themes in the critical rethinking of ethnography. 

James 2012. 

 

Referring to both Conquergood and Schechner, Denzin expands the discussion of 

Performance Ethnography by addressing five separate aspects in relation to the notion of 

performance. These include (1) performance and cultural process, (2) performance and 

ethnographic praxis, (3) performance and hermeneutics, (4) performance and the act of 

scholarly representation, and (5) performance and the politics of culture. These pairings are 

outlined in the table below.  
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Pair ings Major points synthesised 

Performance and cultural process Culture is understood as a process and an 

ongoing performance, rather than a product 

or static thing. 

The study of experience is achieved through 

a study of performance and performative 

representations 

Performance and ethnographic praxis Fieldwork as a collaborative process  

Co-performance between observer and 

observed 

Privileging auto-ethnographic dimensions 

that value the insertion of researcher’s own 

experiences into the cultural performances 

that they study 

Performance and hermeneutics The privileging of performed experience as 

generating a way of knowing and as a 

method of critical inquiry that facilitates a 

mode of understanding 

Cultural performance as creating conditions 

for interpretation, understanding and 

knowing 

Performance and the act of scholarly 

representation 

Highlights the value of performance as a 

form of research publication and as an 

alternative method of interpreting and 

presenting the researcher’s findings 

Performance-based representations 

challenge the scholarly article as the 

preferred form of ethnographic 

representation 

Performance can evoke shared emotional 

experience 

Performance and the politics of culture Cultural performances are seen as critical 

sites to explore contextual issues of power 

and politics 

Performance can be understood as an act of 

resistance 

Performance has the potential to forge links 

between the personal and the public 

Table 3.1: Key aspects of Performance Ethnography. James 2012. 
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In-depth performance, co-performance, participant observations and reflexive unstructured 

conversations are the methods for data collection employed in this thesis. These methods 

highlight how performance-based, participatory methods of research that privilege bodily 

performance, co-performance and ‘performed experience’ 18  can create conditions for 

exploration and interpretation that generate new understandings of interiors and rituals. 

When one is in performances, co-performing or observing performances as a participant 

engaged in ritual, data that is of a different level and intensity than data derived from 

detached and predominantly ‘etic’ perspectives is generated. The approach adopted in this 

thesis, emphasises the significant role of the body as a tool for understanding the structure, 

process and dynamics of ritual situations, highlighting how performative-sensitive ways of 

knowing contribute to our ways of thinking about interiors and rituals.  

 

 
EMBODIED SPATIAL ETHNOGRAPHY 

 

Emerging from the interpretative, phenomenological and hermeneutic traditions of 

anthropological and ethnographic research, Performance Ethnography has developed into its 

own established body of knowledge embodying particular ways of thinking about culture, 

performance and everyday situations. This body of knowledge developed out of a need for 

new research methodologies that could place the researcher in the everyday realm, to 

perform and participate in daily rituals and activities equipped with practical and effective 

methods for data collection and analysis. Carol Oberg argues that Performance Ethnography 

challenges the validity and effectiveness of traditional methods of inquiry by showing that 

methods that are performance-based and participatory in nature allow the researcher to 

come closer to her subject of inquiry, resulting in a deeper and enriched understanding. 

 

As an emerging form of qualitative inquiry concerned with social science participatory action 

research, Performance Ethnography has arisen out of an expressed need for research 

methodologies that are practical and useful in everyday life (Alexander, 2005; Finely, 2005; 

Kemmis and McTaggart, 2005). By conducting research in the everyday realm of human 

experience, Performance Ethnography actively challenges the validity and effectiveness of 

                                                        
18 The notion of ‘performed experience’ was first discussed on page 59. 
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traditional methods of social inquiry that conduct research from the outside looking in, where 

researchers are far removed from the subjects of inquiry.19 

Oberg notes that Performance Ethnography gravitates away from the ‘academic notion of 

research grounded in facts and science and toward research situated in the midst of human 

experience.’20 She argues that this particular method of inquiry, positioned from an academic 

perspective, ‘brings research alive, translating theory into practice among ordinary people 

and everyday experiences.’ 21  Oberg highlights the role of Performance Ethnography in 

situating the researcher in the field, to understand and experience everyday rituals, to interact 

with ordinary people and to experience their everyday experiences; she stresses the value of 

shifting the role of the ethnographer from the distanced observer to an intimate and 

engaged researcher in the research situation. 

 

Conquergood proposes that the ‘power dynamic of the research situation changes when the 

ethnographer moves from the gaze of the distanced and detached observer to the intimate 

involvement and engagement of co-activity and co performance.’22 This change is predicated 

on shifts in approaches from observation to participant observation, performance, embodied 

immersion, co-performance23 and reflexive conversations. These approaches highlight the 

value of performance-based ways of knowing and understanding that are rooted within 

Performance Ethnography. These ways of knowing not only ‘implicate the body in the sensory 

and collaborative knowledge of fieldwork,’24 but further facilitate changes in the ways that 

data is collected, recorded and documented. Thus, performance becomes a way of 

understanding the relations between the interior and the body engaged in ritual, through the 

process of interactive engagement and participation in performance; ‘touch, smell, sights, 

and sounds of physical bodily contact free from the mediations of distance and 

detachment.’25 

  

                                                        
19 Carol Oberg, “Performance Ethnography: Scholarly inquiry in the here and now,” Transformative Dialogues: 
Teaching and Learning Journal 2, no. 1 (2008): 1-4.  
20 Ibid.  
21 Ibid.  
22 Dwight Conquergood, “Rethinking Ethnography: Towards a Critical Cultural Politics,” in The SAGE Handbook of 
Performance Studies, ed. D. Soyini Madison and Judith Hamera (California: Sage Publications, 2006), 351-364. 
23 Co-performance is the experience of performance in a direct and immediate manner. The researcher puts her 
body in the performance, alongside the bodies of other participants; this becomes an act of co-performance.  
24 D. Soyini Madison, Critical Ethnography: Method, Ethics and Performance (London: Thousand Oaks, 2005), 167. 
25 D. Soyini Madison, Critical Ethnography: Methods, Ethics and Performance (London: Thousand Oaks, 2005), 167. 
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“Traditional” anthropological and/or 

ethnographic research situation: 

Performance Ethnography research situation 

The gaze of the distanced and detached 

observer 

Intimate involvement and engagement of co-

activity and co-performance 

Objectification Participation and immersion 

Table 3.2: Changing power dynamics of the research situation. James 2012. 

 

As summarised in Table 3.2, above, Performance Ethnography shifts the approach to 

research, emphasising the role of the research and participant’s bodies and the body’s active 

and intimate engagement in the research situation. The outcomes of developing a multi-

faceted methodological framework focused on the analysis of the body’s lived experience of 

ritual hold significant implications for future interior architecture practice, informing the way 

interior architecture practice is conducted through the research and analysis of interiors 

through in-depth performance, embodied engagement, immersion and direct participation 

in ritual practices performed in the interior. This new mode of inquiry generates data and 

develops understanding about the interior and its influence on the body’s lived and 

subjective experiences of the interior. The research signposts new ways of investigating the 

interior by integrating ethnographic and performance-based frameworks with the discipline 

of Interior Architecture; the researcher may live and co- perform with participants in their 

interior spaces, actively engaging and performing rituals alongside them. This generates a 

distinct, enriched level of understanding of the interior that cannot be attained from 

objectified and distanced analysis of interiors. 

 

In order to identify ritual patterns that may be occurring in real world ritual situations, 

methods for data collection, including in-depth performance, co-performance, participant 

observation and reflexive, unstructured conversations, were integrated into the study, and 

data was recorded in the form of photographic-documentation, performance-based visual 

sketchbooks (containing fieldwork drawings, sketches and written, auto-ethnographic 

descriptions, video-documentation and recorded sound-scapes. The integration of 

photographic-documentation, images and text were integrated in order to best capture and 

document the body’s lived experience of ritual and the interior.  
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To my knowledge, Performance Ethnography has not previously been integrated into 

research projects within the discipline of Interior Architecture, revealing a significant gap – 

the exploration of the relationship between interiors and rituals – within the existing body of 

literature in the fields of Performance Ethnography and Interior Architecture. By developing 

this framework I challenge existing ways of understanding, approaching and exploring the 

interior, arguing that knowledge of the interior can be acquired from the body’s immersion in 

an unfolding ritual process and through co-performing in ritual alongside research 

participants in their interior spaces. By using my body as a research instrument, I reveal new 

ways of understanding the relationships between bodies, interiors and rituals. 

 

Methods for data collection 

Performance Ethnography privileges creative practice/performance-based data                                                                                                                                                             

collection techniques, including and not limited to photo-documentation, performance-

based visual sketchbooks, video and sound recordings. Susan Hogan and Sarah Pink address 

the issue of integrating arts-based, creative practice approaches with anthropological 

research, describing these approaches, including photography, drawing and other arts 

practices, as: 

part of a trend in social science and humanities research that focuses on the 

experiential, the sensory, and ways of knowing, being, and remembering that cannot 

necessarily be articulated in words. Linked with a wider emphasis on the concept of 

“knowing” across anthropology, these developments are also congruent with the 

concerns with the senses in ethnography and a move beyond written text.26 

Consequently, the research methods that are employed within this methodological 

framework will be distinct from the more traditional forms of research methods in 

anthropological and ethnographic research. One major difference is the shift away from text-

based and written approaches that emphasise ‘thick’ 27  written accounts of fieldwork 

encounters, towards more performance-based/creative practice research methods. However, 

the role of writing in ethnographic research should not be dismissed. Language can be used 

as a tool for the description of personal, emotional, sensory and physical responses to the 

situation. Therefore, although Performance Ethnography privileges performance-based 

                                                        
26  Susan Hogan and Sarah Pink, “Routes to Interiorities: Art Therapy and Knowing in Anthropology,” Visual 
Anthropology 23, no. 2 (2010): 158. 
27 Clifford Geertz’s concept – thick description – refers to detailed, textual-based, written accounts of fieldwork 
experiences.  
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methods, it does not altogether exclude writing as a form of data recording; it does, however, 

noticeably shift away from purely written accounts of research situations.28 

 

 

ETHNOGRAPHIC RESEARCH METHODS AND SPATIAL PRACTICES 

 

In this thesis, the ontology, epistemology and methodology are situated within the 

performance paradigm; a paradigm that assumes the world as made up of multiple situations 

in which the body is required to perform; that knowledge about the world can be discovered 

and built upon through performance; and finally, that performance-based methodologies can 

provide the appropriate tools and techniques required for investigations focused around 

performances occurring in the interior.  

 

Existing research methods found within the domain of Interior Architecture that are 

employed to investigate interiors include (and are not limited to), literary, historical, 

theoretical and visual analysis methods, and these are distinct from the ethnographic 

research methods, including in-depth performance, co-performance, participation in socio-

cultural practices and embodied immersion in ritual performances, employed in this thesis. 

Existing research methods, currently employed by researchers within the Interior Architecture 

discipline, primarily focus on interior aesthetics, thereby privileging the visual. For example, 

Reena Tiwari argues that around the fifteenth century, and with the development of the 

science of perspective, a new way of viewing space was developed, ‘a view that was abstract 

and neutral with no relation whatsoever to the body except the eye. This view of space 

started influencing the way space was experienced and represented with a visual emphasis.’29 

Through Tiwari’s research, she challenges the visual approach, prevalent within both the 

Architecture and Interior Architecture disciplines, through the analysis of spatial practices and 

the integration of ethnographic research methods in the Architecture discipline. 

 

In this thesis, it is argued that ethnographic research methods when applied to research on 

spatial practices, enables the researcher to gain a much deeper and multi-dimensional 

approach towards understanding and analysing space and spatial practices. For example, 

Tiwari, through her research on urban rituals, has established connections between 

                                                        
28 The development and extension of written descriptions is explained on page 63. 
29 Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington Books, 2010), 3. 
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ethnographic research methods and spatial practices, demonstrating the spatial adaption of 

ethnographic methods that enable her to investigate the exploration of spatial construction 

and its representation through observing bodies engaged in rituals, as well as using her own 

body as a research instrument by engaging and participating in the same rituals. Tiwari’s 

research explores urban rituals in the Indian city of Varanasi: 

 

In the Panchakroshi ritual and the community ritual at Nati-Imli, I participate as an 

Indian (Hindu), while in the cremation rituals at Manikarnika that do not allow the 

involvement of women, I participate as a woman-observer. My scrutiny shifts between 

being emic and etic according to the rituals and their role requirement…I locate my 

body, with all its associations, in the urban spaces of Varansi in order to experience 

and live the inscribed rhythms. As a “rhythmanalyst,” 30  I go beyond a visual 

engagement and immerse in the rhythmic, temporal dimensions of the space.31 

 

These methods enable Tiwari to analyse sequences by participating and engaging in ritual 

performances thereby revealing relationships between spaces, rituals, and bodies. I situate 

my work in relation to Tiwari’s research, drawing from her performance-based approach to an 

investigation of ritual and the integration of ethnographic methods within an architectural 

research enquiry. 

 

Data collection, recording and documentation 

Methods for data collection In-depth performance 

Co-performance 

Participant observation 

Observation 

Reflexive, unstructured conversations 

Data recording techniques Photo-documentation 

Performance-based visual sketchbooks, 

fieldwork drawings,32 and auto-ethnographic 

written descriptions 

Data documentation 

(data manipulation and organisation) 

The creation of lived sequences: 

a) Photographic-documentation (visual 

                                                        
30 Tiwari draws on Henri Lefebvre’s notion of rhythmanalysis, which Tiwari defines as occurring through two stages, 
‘The first stage is about living the rhythms. While living the rhythm, the subject blends with it, as the subject too plays 
a role in constructing the rhythm. The second stage is about emerging out of that lived stage, to be exterior to the 
rhythm in order to analyse it.’ Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington 
Books, 2010), 10. 
31 Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington Books, 2010), 9. 
 



 65 

sequences extending upon Tiwari’s visual 

sequences approaches) 

b) Descriptive strategies (series of auto-

ethnographic written fragments) 

Table 3.3: Data collection, recording and documentation techniques. James 2013. 

 

 

Documenting and describing interior experience 

Strategies and techniques, specifically photographic-documentation techniques and 

descriptive, written strategies, have been employed in this thesis as a means to record, 

document and describe lived, interior experiences of ritual. Through the process of 

developing the mode of inquiry in this thesis, I recognised an evident need for an alternative 

language specifically for the discipline of Interior Architecture, to deal with issues of how best 

to describe and document lived interior experiences that are often felt within the body and 

perhaps are beyond linguistic interpretation and description. How do we best represent, 

capture and communicate the immediacy, intensity and/or subtlety of interior experiences? 

How can we articulate what has been thought and felt through lived experience? How do we 

best capture the richness and the complexity of interior experience? As James Fernandez 

points out, experience comes to us not just verbally but also in images and impressions. 33 ‘As 

social scientists we have long given too much weight to verbalisations at the expense of 

visualisations, to language at the expense of images. Lived experience, then, as thought and 

desire, as word and image, is the primary reality.’34  The experience of lived reality, as 

Fernandez argues, comes to us, not only verbally or through language, but also through 

images and impressions.  

 

Capturing the relations between the interior and ritual through photographic-

documentation 

Photographic-documentation, the primary data collection technique employed in this thesis, 

plays two significant roles. Firstly, the photographs capture the physical and material reality of 

the interior, and secondly, the body engaged and transitioning through the ritual can be 

captured as a sequence of photographs that record the body engaged in ritual, frame-by-

frame, moment-by-moment. This enables moments within the ritual process to be framed, 

                                                        
33 James Fernandez, “The Argument of Images and the Experience of Returning to the Whole,” in The Anthropology 
of Experience, ed, Victor Turner and Edward Bruner (Urbana: University of Illinois Press, 1986), 159-187. 
34 Victor Turner, The Anthropology of Performance (New York: PAJ Publications, 1987), 5. 
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captured and analysed in-depth at later stages of the research. Photographic-documentation 

can capture both the physical and fleeting interior dimensions of ritual as they simultaneously 

occur in ritual performances performed within the interior.  

Gillian Rose addresses the dual purpose of photographic documentation. Rose describes 

photographic research as falling into two categories, which I believe can both be integrated 

into the one research project, thus strengthening the role and purpose of photographic 

documentation. Rose states that photographs can both support and supplement research. 

Rose makes a distinction between photographs that support research ‘as evidence to be 

interpreted by the researcher,’35 and photographs that supplement research and ‘give more 

space to the photographs themselves to have their own, perhaps rather unpredictable, 

effects in the research process.’36 Through this research, I demonstrate the integration of 

photographic-documentation as both interpretation (capturing the physical and material 

reality of the interior as evidence to be analysed) and supplementary (allowing the 

photographs to reveal moments and details in the ritual process that were unpredicted, 

unforeseen and unintended by the photographer). I demonstrate that photographs can be 

used in conjunction with writing and textual approaches, and also, as a technique to 

documenting rituals in interiors, bringing added dimensions (including visual, interior, 

physical, objective and material dimensions) to the research that textual approaches cannot.  

 

Using photography as a tool to deal with ethical issues and the recording of 

the body in r itual 

Included in the ethics package, located in the appendix, are explanations and examples of 

the photographic techniques included in this research. All photographic documentation 

employs a ghosting technique, which blurs bodies, and in the process de-identifies all 

research participants; the photographs capture and record the interior space as is. To trial 

and test this photographic ghosting technique, as well as other data recording techniques 

employed in this thesis (including visual sketchbooks, video-documentation and audio sound-

scapes), a pilot study was conducted prior to the case studies in Japan. In September 2010, I 

traveled to Melbourne to participate in, perform and record the ritual of the Japanese Tea 

Ceremony, performed by the Ueda Sōko Ryū Group. This enabled a trial set-up of the 

                                                        
35 Gillian Rose, Visual Methodologies: An Introduction to the Interpretation of Visual Materials, Second Edition 
(London: SAGE Publications, 2007), 246. 
36 Ibid. 
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recording equipment and the testing of the recording techniques including the ghosting 

technique, as demonstrated in the photographs below.  

 

  

 

 

Photographic set 3.4: Photographic documentation recording the ritual of the Japanese Tea 

Ceremony Ritual. James, 2010. 

 

In this research, photographic documentation is the preferred method of recording the body 

in the interior, engaged in ritual. This is primarily because video documentation does not 

enable the ‘ghosting’ technique and therefore, research participants are easily identifiable. 

Where intimate moments between body and interior are captured, for example, when the 

body physically touches or comes into physical contact with thresholds, the intimate detail of 

that moment is framed, cropped, isolated or ‘zoomed’ in.  

 

The process of analysing photographs for intimate and immediate details is inspired and 

influenced by theorist Roland Barthes’ concept of the punctum. Barthes, referring to the 

body’s response to photographs, speculates on the power of the image to engage, entice, 

 2 

 
 
 
1.2 Pi lot study photographs.  
All photographs below have not been edited in any way. They are true representations of the raw, 
unedited and untouched image that has not been altered for purposes of re-presentation. 
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evoke, ‘prick’ and ‘wound’ the body. Barthes writes, ‘some provoked tiny jubilations, as if they 

referred to a stilled center, an erotic or lacerating value buried in myself.’37 According to 

Barthes, a specific aspect of a photograph can evoke something within us and can produce as 

Barthes states, an ‘internal agitation.’38 

In this glum desert, suddenly a specific photograph reaches me; it animates me, and I 

animate it. So that is how I must name the attraction, which makes it exist: an 

animation. The photograph itself is in no way animated (I do not believe in ‘lifelike’ 

photographs), but it animates me: this is what creates every adventure.39 

It is this element which rises from the scene, shoots out of it like an arrow, and pierces 

me. A Latin word exists to designate this wound, this prick, this mark made by a 

pointed instrument: the word suits me all the better in that it also refers to the notion 

of the punctuation, and because the photographs I am speaking of are in effect 

punctuated, sometimes even speckled with these sensitive point; precisely, these 

marks, these wounds are so many points. This second element which will disturb the 

stadium I shall therefore call punctum; for punctum is also: sting, speck, cut, little hole 

– and also a cast of the dice. A photograph’s punctum is that accident which pricks 

me (but also bruises me, is poignant to me).40 

Barthes highlights the significance of photography as a means to capture lived experience. 

Barthes, similarly to Rose’s argument above, argues that photographs have dual purposes. 

The photograph, itself, is a mechanic representation of reality, as well as eliciting an 

emotional and direct interpretation and relationship with the viewer. In both cases Barthes 

emphasises the capacity of photography to touch us: ‘a sort of umbilical cord links the body 

of the photographed thing to my gaze.’41 Barthes was concerned with how people react to 

photographic pictures. Barthes writes that to recognise the studium within the photograph is 

to ‘inevitably encounter the photographer’s intentions.’42 For example, in this thesis, the 

intention of implementing photographic-documentation is a means to capture and record 

both the interior space in which the ritual occurs, as well as recording and documenting the 

body-in-transition through the interior during ritual. In contrast, the punctum is that ‘element 

                                                        
37 Roland Barthes, Camera Lucida (Canada: Farrar, Straus and Giroux, 1981), 16.  
38 Roland Barthes, Camera LucidaIbid., (Canada: Farrar, Straus and Giroux, 1981), 19.  
39 Ibid., 20. 
40 Ibid., 27 
41 Roland Barthes, Camera Lucida (New York: Hill and Wang, 1981), 81. 
42 Ibid., 27. 
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which rises from the scene, shoots out of it like an arrow, and pierces me.’43 The punctum, 

Barthes proposes, is an element of a photograph that evades analysis; it a deeply personal 

and subjective response to a photograph. In this thesis I have integrated Barthes’s concept of 

punctum as a way of communicating experienced moments in the ritual performances that 

move beyond the capacities of language or written description. The punctum, for me, is a 

way of capturing the intangible; something captured within that is beyond language (I have 

included a series of punctums that have developed out of my analysis of the ritual. These are 

included in the chapter, Synthesis on page 162). 

 

Documenting the occupied interior as process 

Capturing ritual processes through sequences of photographs enables documentation of a 

mode of interior occupation—the body occupying the interior through engagement in 

ritual—that is processual, transitory and constituted by a multiplicity of spaces and rhythms. 

This enables both: (1) documenting interior elements and the interior composition of 

elements, that is, the recording of material, physical and tangible interior dimensions; and (2) 

the documentation of the intimate and immediate details and relations that occur between 

body and interior in ritual. Photographic documentation records the body’s lived experience 

and performance of the ritual process, which cannot be captured in one singular photograph, 

and therefore requires sequential modes of documentation, similar to film stills, where 

moments are captured frame-by-frame, as ‘frozen stills’ within an overall process. Bernard 

Tschumi describes this technique as: ‘…like snapshots at key moments in the making of 

architecture, whether in the procedure or real space. Like a series of frozen frames.’44 Each 

frozen moment can be analysed as a single frame, as a moment, or analysed as part of a 

whole ritual sequence.  

As well as documenting the body’s lived experience of ritual through photographic-

documentation, video-documentation and recorded sound-scapes, I further document and 

describe ritual experiences through performance-based, visual sketchbooks that are 

comprised of images, sketches, collected materials and written descriptions.  Anthropologist 

Michael Taussig highlights the significant value of integrating images, sketches and words 

when documenting fieldwork experiences.  

                                                        
43 Ibid., 26. 
44 Bernard Tschumi, Architecture and Disjunction (Cambridge:The MIT Press, 1996), 162. 
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Taussig’s own notebooks from his fieldwork in Cambodia, ‘mix the raw material of 

observation with reverie, juxtaposed, with drawings, watercolours, and newspaper cuttings.’45 

Taussig explains that this type of documentation is captured as ‘fragments’ that can 

potentially reveal the intimate, personal experiences and the invisible dimensions of 

experience. This documentation technique is highly relevant in this thesis, where recording 

and documenting through written descriptions and drawings may not be able to occur till 

after the ritual itself.  Therefore a technique is needed that will allow an ‘unpacking’ of the 

ritual experience—descriptions of the ritual experience as I lived through it—and this may be 

best achieved through a combination of words, images and sketches. The image, below, is an 

example of a page from Taussig’s visual sketchbooks.  

   
 

  
 

Image 3.5: Extracts from Taussig’s fieldwork notebooks. Images courtesy of Michael Taussig. 

                                                        
45 Michael Taussig, I Swear I Saw This: Drawings in Fieldwork Notebooks: Namely My Own (Chicago: University of 
Chicago Press, 2011), xi. 
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Data documentation: manipulation and organisation techniques 

As explained in the section above, data was primarily collected in the form of photographic-

documentation and written descriptions. To deal with the quantity of data collected I drew 

upon and extended Reena Tiwari’s mapping techniques, employed in her own research on 

rituals in India, as a means to give order to, and organise, the data. Tiwari explored the 

body’s performance of rituals through an engagement with the traditional Indian city of 

Varanasi. Although Tiwari’s methodology, based on Henri Lefebvre’s Rhythmanalysis, offers a 

significant approach to analysing the construction of space in relation to rituals, it is her data 

organisation techniques, the construction of visual maps, that are of importance here.  

 

Tiwari constructed sequential maps to represent and reveal the phenomenological, lived 

experiences of rituals. Describing her method of mapping, Tiwari writes: 

The maps have to incorporate not only the recordings based on vision [photo-

documentation] but also those that are experienced and imagined. Besides being 

visualised cartographic maps, they have to be haptic maps as well. If the intention of 

the map is to represent “reality” then reality is not grasped just by visual means. It is 

constituted and formed through our engagement with things. The environment 

needs to be experienced by the body and then mapped. This experience is not 

restricted to the five senses working at the denotative level—that is, at the first 

superficial, visible layer—but is an experience built upon revealing the deeper, 

hidden layers. These hidden layers which are mythical, symbolic and mysterious form 

the connotative codes. It is these textures, experienced by the Varanasi residents, 

which I have mapped.46 

Tiwari refers to these maps as lived maps. These maps are represented in two ways, as 

‘tracings’ and as ‘mappings’: 

I represent Varanasi through tracing and mappings. The idea behind tracings is that it 

is an exact reproduction. Tracings rely on visual perception in opposition to a map, 

which is experiential. Tracings mark out patterns. They do not reveal anything new. 

Mappings differ from tracings in that their role is not to reproduce, but to act as a 

constructive device. Mappings unfold this creative potential as the approach while 

constructing them is participatory, experiential, and most importantly, lived. Thus, 

                                                        
46 Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington Books, 2010), 105. 
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these lived maps serve two functions: they are descriptive and they also recognise 

what already exists. Because these maps are inclusive of experience, they reorganise 

not only the physicality that exists but also the intangible, hidden forces that trigger 

the workings of the place. These intangible aspects are the stories, legends, historical 

events, politics and economics that give these maps the potential to reveal the reality 

more than the tracing.48 

The images, below, are examples of Tiwari’s tracings and mappings.  

 

                                                        
48 Ibid., 111. 
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Image 3.6: Examples of Reena Tiwari’s tracings and mappings. Images courtesy of Reena 

Tiwari. 

 

Reflecting on the process of mapping, Tiwari writes, ‘In “Tracings” I understood and 

represented “cities as visualised”, or the “cartographic cities” of visual mappings and 

surveillance. By contrast, in “Mappings” I understood and represented “cities as 

experienced,” or the “haptic city” written by bodily presence.”49 She explains that tracings 

represent her initial experience of space, seen from a distance with a touristic gaze relying on 

vision. Contrastingly, mappings reflect the way Tiwari, as the researcher engaged in ritual, 

wrote and read space simultaneously, as an insider experiencing both the visible and invisible 

rhythms of the place. It involved the movement of the body and the body’s understanding of 

space through engagement with the city’s textures by feeling, touching and experiencing. 

Tracings represented space as abstract and distanced from the body, whilst mappings 

‘incorporated bodies and rituals in the conception of space.’50 

I have adopted Tiwari’s method of constructing sequences and extended this method of data 

documentation and representation to include both visual (sequences comprising of 

photographs) and written sequences. I have termed these lived sequences. For each of the 

three home-stays I have constructed a set of lived sequences, comprising: (1) a sequence that 

                                                        
49 Reena Tiwari, Space-Body-Ritual, 138. 
50 Ibid. 



 74 

represents the series of interior spaces occupied during the ritual; (2) a sequence that 

represents the body-in-transition through the ritual; and (3) a sequence that represents 

written descriptions of the experience. The construction of these lived sequences plays a dual 

role in this thesis; firstly as an organisation technique to deal with the quantity (particularly the 

amount of photographs taken during each home-stay); and secondly, I constructed the 

sequences in order to help identify and reveal the potential ritual patterns. This analytic 

process of revealing patterns and themes will be discussed in-depth in the following section. 

The first sequence in each set represents the physical, interior spaces involved in the ritual. I 

felt it necessary to visually ‘locate’ the reader of this thesis within the interior spaces I 

experienced in each home-stay. The photographs selected for the first sequences of each set 

represent, frame-by-frame, the physical and material reality of the interior. The recording of 

the ritual situation through photographic-documentation acts as evidence to be analysed as 

opposed to mere illustration. Photographs are ‘precise records of material reality,’51 and can 

be ‘used actively in the research process, alongside other sorts of evidence generated usually 

by interviews or ethnographic fieldwork.’52 Photographic-documentation may therefore ‘be 

used as a means of summarizing situations in which the researcher has been involved and to 

reveal in graphic form the pattern of social interaction and spatial relationships.’53 

The second sequence in each set represents the body-in-transition through the ritual. Using 

time-lapse photography techniques, I was able to set up the camera, using a tripod, within 

the interior space. Setting the camera’s in-built timers, I was able to perform the ritual whilst 

the camera continuously recorded my movements in space, recording the ritual frame-by-

frame (as illustrated in the photographs below). 

 

Image sequence 3.7: Documenting the body-in-transition through photographs. James, 2010. 

 
                                                        
51 John Collier, Visual Anthropology: Photography as a Research Method (Albuquerque: University of New Mexico 
Press, 1986), 5. 
52 Marcus Banks, Visual Methods in Social Research (Oxford: SAGE Publications, 2001), 144. 
53 Robert Burgess, “Keeping a research diary,” Cambridge Journal of Education 11, no. 1 (1981): 75-83. 
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The third sequence in each set represents a sequence of written descriptions revealing the 

body’s experience of the ritual. These descriptions were first written as autoethnographic 

jottings or fragments located within the performance-based visual sketchbooks. This process 

of jotting-down, in words, the ritual experience, was a descriptive strategy employed to 

transform direct interior experience into documented form that described the experience in 

all its sensorial, physical and psychological dimensions. As a descriptive strategy, the 

autoethnographic fragments described sensorial details (what I touched, smelt, the changes 

in temperature from cold to warm etcetera), as well as describing the interior and physical 

space and my emotional and bodily responses. These subjective, written descriptions also 

sought to describe the inter-subjective encounters I (the researcher) experienced, including 

intimate descriptions of the relationships between my body and the interior. The role of these 

written descriptions is to describe, through language, first-hand/first-person points of view.  

The capturing of the lived sequences as an unfolding sequence has been considered in the 

final presentation of the sequences to the reader. Influenced by the traditional Japanese 

emakimono scrolls, the ritual is presented as a sequence of images or texts that are folded 

into accordion pages, with the intention that they are read frame by frame, in order from left 

to right.  

 

Revealing patterns in the sequences 

The process of constructing the sets of lived sequences was a logical means to organise the 

data. The sequences, once constructed, were analysed (The analytical framework and coding 

cycles are explained below) to reveal potential ritual patterns. ‘The Body-in-Interior 

Transactions’ analytical framework was thus developed, and consists of two phases, two 

major coding cycles, to reveal patterns, themes and the generation of insights. In the 

following chapter, I demonstrate the application of the analytic framework to the Japanese 

cleansing ritual to illustrate the various stages of the coding process. 

 

 

THE BODY-IN-INTERIORS TRANSACTIONS ANALYTICAL FRAMEWORK AND CODING 

CYCLES 

 

The analytic framework developed in this thesis consists of two major coding cycles. Coding 

cycle one comprises a holistic and sequential analysis of all the sequences that make up the 

set of lived sequences: (1) a sequence that represents the series of interior spaces occupied 
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during the ritual; (2) a sequence that represents the body-in-transition through the ritual; and 

(3) a sequence that represents written descriptions of the experience. The analysis of the 

ritual is contextualised within interior, physical, aesthetic and performative dimensions of the 

interior architecture discipline, which focuses on the relationships between the body and the 

interior. Therefore, in cycle one, the lived sequences are analysed through notions of bodily 

performance, movement, sequences, thresholds, passages, changes, encounters and 

sensorial and material sensations (for example, sound, smell, temperature and texture). The 

outcome of the analysis reveals common ritual patterns. These patterns are manifested in the 

form of identified common themes and concepts. 

 

Drawing on the patterns revealed in cycle one, cycle two simultaneously integrates and reads 

these patterns through the theoretical and ethnographic patterns developed in the chapter, 

Ritual: Documentation of Embodied Research. The analysis of patterns through existing 

patterns reveals new dimensions through the interpretation of data from alternative 

perspectives. The additional dimensions of the interior and the physical have a significant 

effect on the interpretation of ritual. In previous studies, particularly within the field of ritual 

studies, the interior dimension, including the physical and the spatial, has been overlooked, 

positioning the interior as ‘backdrop’ behind ritual action, rather than recognising its 

significant influence on ritual. I argue and demonstrate through analysis of data that the 

interior plays an undeniably significant role in influencing rituals by amplifying and 

heightening them. Thus, through the identification of interior elements, I show how the 

interior influences the performance of rituals and how they are experienced by the body. This 

generates understanding and knowledge about ritual situations that has not been described 

in either the theoretical or ethnographic literature on ritual to date.  

 

 

NEW INSIGHTS INTO RITUAL AND THE DEVELOPMENT OF THEORIES THROUGH AN 

INSTALLATION-BASED CONTEXT 

 

The outcomes and findings from the data analysis reveal patterns and thematic categories 

that enrich and advance an understanding of ritual through the integration of the interior 

dimension. These findings engender a process of theory building, where theories are further 

tested and explored through an installation-based context, demonstrating the integration of 

theory and creative practice within this research project whereby theory is tested through the 



 77 

medium of creative practice, and creative practice is used to develop and test developing 

theories.  The Interior-Installation, as a form of creative practice, is a critical part of the 

research process; knowledge is built through the process of critical reflection, facilitating 

further exploration and critique of theoretical hypotheses and further development of theory. 

The Interior-Installation, therefore, serves to not only communicate findings as part of the 

research process, but it also helps to build research conclusions. 

 

Patterns and thematic categories – as discovered through an analysis of ritual theory and 

spatial analysis of the interior spatial elements and qualities that emerged from the case 

studies of the Japanese bathrooms – directly related and responded to the design strategies 

implemented in Rites de Passage. The gallery visitor’s movement through the gallery spaces 

– designed in response to my developing understanding of ritual – intended to heighten the 

body’s experience of transition and engender a sequential experience akin to the processual 

that emerged from the data analysis from the Japanese cleansing ritual case studies. A critical 

discussion of Rites de Passage is outlined in Interior-Installation: Rites de Passage. 

 

 

DEVELOPMENT OF A MULTI-DIMENSIONAL FRAMEWORK TO EXPLORE MULTIPLE 

DIMENSIONS OF RITUAL EXPERIENCE 

 

A critical interrogation of the mechanisms used in Performance Ethnography, including in-

depth performance, observation and/ or participation in socio-cultural processes and 

performance as a method of representation and understanding, has been explored and an 

application of these methods to an Interior Architecture context has been critically discussed 

in this chapter demonstrating how Performance Ethnography research methods can be used 

to record interior experience through integrated research modalities including photographic-

documentation, field notes and performance-based sketch books that help visualise the 

phenomenological, sensorial and spatiotemporal dimensions of ritual experience.  

 

The significance of adapting ethnographic methods to an Interior Architecture context 

enables the researcher to integrate historical and literary dimensions with lived, first hand 

experiences of ritual in an attempt to analyse the body’s lived experience of the interior. The 

outcome is the creation of multi-layered ethnographic phenomenological spatial readings 

that address the multiple dimensions and level of complexity embedded within ritual 



 78 

performances. Performance Ethnography is a research methodology that integrates elements 

of culture, body and performance, and when intersected with the discipline of Interior 

Architecture, these elements are expanded to include the interior, the physical and the 

spatial, thereby offering new ways of looking at and analysing rituals. An understanding of 

ritual, when analysed from these multiple and differing dimensions, positions ritual as a 

dynamic embodied spatial performance that exposes and reveals the complex and 

fluctuating forces of performativity inherent to built, interior environments.  

 

This thesis is positioned in relation to a wider body of knowledge that exists within the 

Interior Architecture discipline. The theoretical and methodological frameworks, developed 

in this thesis, are situated in relation to the fields of performance studies, phenomenology 

and psychoanalytic ethnography. Phenomenological approaches enable one to understand 

the world through the body’s physical and sensorial engagement with the external world. 

Phenomena that exist ‘outside of us’ come into the body’s conscious awareness, and in turn, 

the body experiences the world by being in it. Leon van Schaik argues that we humans draw 

on our spatial intelligence when we attempt to understand how we build realities through our 

engagement with the world. This, van Schaik says, is achieved through the body’s 

phenomenological understanding of space.  

That we conceive of our intelligence as even more widely distributed becomes 

evident when we try to understand how we build realities through our engagement 

with the world. Discussion of the role of location—inside us? outside us?—in the way 

we build ‘realities’ confronts us with the fact that, while formed through the 

engagement of our brains with what our senses tell our insides, these appear to us to 

exist ‘outside’. This exteriority may be brought about by kinetic extension (using the 

distribution of intelligence throughout our being) into the spatiality extended 

‘phenomenal’ world that we seem to inhabit by moving through it.54 

 

Van Schaik suggests that our understanding of reality is generated through our 

phenomenological engagement with the world. Although concepts from Phenomenology, 

including subjective, lived experience, enable the researcher to interrogate the ritual 

experience through conscious, first-hand, embodied lived experiences, I have recognised two 

potential limitations of this approach to analysing the body’s experience of ritual. Firstly, ‘the 

                                                        
54 Leon van Schaik, The Mechanics of Spatial Intelligence: new futures of architecture (USA: Wiley, 2008), 28-29. 
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phenomenological method involves placing in “brackets” or “setting aside” questions 

concerning the rational, ontological, or objective status of ideas and beliefs, in order to fully 

describe and do justice to the ways in which people actually live’ 55  and experience 

phenomena. This limits investigations into the role of culture and/or the influence of the 

cultural context, which may be manifested as a physical or tangible entity such as the interior. 

Secondly, phenomenology largely ignores the psychological force56 that may be influencing 

lived experience. Anthropologist Michael Jackson, refers to these psychological forces as 

unconscious principles, invisible causes and subjective intentions.57Such forces, I believe, 

have an undeniable influence on the body’s lived experience. 

 

Other researchers, situated within the disciplines of Cultural Phenomenology and 

Psychoanalysis, including Douglas Hollan (2012), Jardan Mimica (2007), Michael Jackson 

(1996) and Vincent Crapanzana (2006) highlight how the integration of concepts from 

Phenomenology, Ethnography and Psychoanalysis can develop new ways of understanding 

phenomena. Hollan argues that Psychoanalysis and Cultural Phenomenology ‘need one 

another’ to understand experience, which Hollan states is a ‘recursive process whose 

complexities surely escapes any single perspective.’58 

 

From my perspective, cultural phenomenologists and psychoanalysts, at least certain 

varieties of them, are not as antithetical in approach as they are sometimes made out 

to be. In particular, both groups are concerned with understanding how the world is 

conceptualised, felt and experienced from the first person point of view. However, in 

practice each community does carve out its own piece of the phenomenal world to 

focus on, and each has developed their own methodologies to illuminate that focus. 

Cultural phenomenologists have tended to focus on how experience is situated in 

the lifeworld, and they have pursued their studies largely through detailed 

ethnography and engaged, committed participant observation.59 

 

                                                        
55 Douglas Hollan, “On the Varieties and Particularities of Cultural Experience,” Ethos 40, no. 1 (2012): 37-53.  
56 The term instinctual forces used throughout this thesis refers to the raw, unstructured impulsive energies, primitive 
drives, needs, emotions and desires of the body. Of significance, in this thesis, is the exploration of the extent to 
which these instinctual forces are repressed or satisfied in relation to performance within culturally specific domestic 
space.  
57 Michael Jackson, Things as They Are: New Directions in Phenomenological Anthropology (Bloomington: Indiana 
University Press, 1996), 10. 
58 Douglas Hollan, “On the Varieties and Particularities of Cultural Experience,” Ethos 40, no. 1 (2012): 37-53.  
59 Ibid.  
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Hollan states that psychoanalysts, on the other hand, emphasise the ‘emotional memory and 

“retentional” aspects of experience,’ how the present moment is affected by carry-over from 

the past, and ‘the continuous holding onto the present as slipping away and sinking into the 

past.’60 He concludes that these foci and their respective methodologies are complementary, 

and that a study of lived experience, the complexities and multi-dimensionality of the 

experience, escapes any single perspective. Hollan further states that:  

more contemporary forms of psychoanalysis, heavily influenced by intersubjective, 

narrative, neuroscience, and even phenomenological perspectives, have much to 

offer a study of lived experiences, especially in terms of helping understand how and 

why human attention and consciousness becomes captured and focused in the way it 

does.61  

Hollan, Crapanzana, Jackson and Mimica’s approach (not discussed at length here because 

of scope restraints) focuses on the multiple dimensions of lived experience that extend into 

the realms of culture and the individual, and investigates how these dimensions intersect or 

influence each other through everyday interactions. By locating my work within this wider 

body of scholarship I not only acknowledge an existing field and body of knowledge, but 

recognise how the methodological framework that I have developed in this thesis, 

contributes both methodologically and theoretically to the Interior Architecture discipline 

through the interrogation of Performance Ethnography mechanisms and the application of 

these mechanisms to an Interior Architecture context. What is gained by adapting 

ethnographic research methods for the discipline of Interior Architecture is an integrated 

framework that records interior experience from multiple dimensions engendering the 

creation of multi-layered spatial readings thereby generating findings and insights that 

extend the Interior Architecture discipline by enriching and advancing the scholarship on 

ritual and interior design theories.  

                                                        
60 Ibid. 
61 Ibid.  
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RITUAL 

DOCUMENTATION OF EMBODIED RESEARCH 

 

 

This chapter outlines the historical and cultural significance of the Japanese cleansing ritual, 

the significance of the ritual’s continuity throughout Japanese history, and its prevailing 

importance in Japanese contemporary everyday life. In this research, data was collected by 

turning, first, to existing literary and historical sources in order to develop an understanding 

of the ritual, and then building upon this knowledge by shifting strategies to first-hand 

experiences in the field through the integration of performance and experiential methods 

thereby demonstrating how, in this research, ritual is explored through bodily dimensions, in 

addition to the theoretical, cultural and programmatic dimensions of ritual.  

 

Demonstrated is a multi-dimensional strategy to understanding ritual through historical, 

cultural and first-hand experiences; each dimension offers a different perspective on ritual. 

Julian Murchison supports this multi-dimensional approach to ritual studies: ‘These shifts in 

the field of Ethnography have positioned it as a research strategy that provides important 

insight through historical comparison and through close firsthand examination of change in 

action.’1 This process, demonstrated in this thesis, not only extends existing knowledge on 

ritual practices, but also develops new knowledge on ritual through the integration of 

experiential, lived and bodily dimensions.  

 

Murchison proposes that ethnographers draw on historical sources, not only to understand 

current manifestations of culture, but to broaden and deepen the researcher’s understanding 

of the research context by turning to historical and contemporary documentary evidence. 

‘Contemporary ethnographies frequently include historical sections that set the stage for the 

presentation of ethnographic findings. In this way, historical sources can make sources of 

ethnographic information even more revealing and meaningful.’2 

 

This thesis demonstrates the value and importance of building knowledge by turning to 

existing literary sources, highlighting how the process of contextualising the ritual situation is 

an integral part of the research process of collecting data and building understanding. The 

                                                        
1 Julian Murchison, Ethnography Essentials: Designing, Conducting, and Presenting Your Research (California: John 
Wiley and Sons, 2010), 11. 
2 Ibid., 163. 
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need to turn to existing literature prior to conducting fieldwork recognises, at this stage of 

the research, the researcher’s position as a novice with limited understanding and knowledge 

of the ritual situations to be investigated. This acknowledges the importance of developing a 

level of understanding of the cultural context, the people, and their practices, before she 

enters the field to develop her understanding through fieldwork practice.  

 

The construction of ethnographic and l ived sequences: Data documentation 

and presentation techniques 

The prescribed order and ritual process of the Japanese cleansing ritual is presented through 

a series of sequences that illustrate the ritual process through written descriptions and 

photographic-documentation, capturing the interior dimension of ritual (the physical and 

spatial) and the body’s transition through the interior documented through written 

descriptions revealing subjective and experiential dimensions of the ritual. The lived 

sequences, as a mode of data presentation, were informed by, and extended upon, existing 

visual and creative-based techniques, primarily Reena Tiwari’s mapping techniques (please 

refer to page 73). 

 

The signif icance of the Japanese cleansing ritual to this thesis 

A literature review on the Japanese cleansing ritual was conducted to ascertain the cultural 

significance of the ritual and the complexity of the Japanese cleansing ritual process. Two 

criteria were addressed informing the decision to investigate and analyse the Japanese 

cleansing ritual in this thesis. Firstly, an identified heightened sense of cultural continuity and 

the cultural significance of the cleansing ritual to the Japanese people and the Japanese 

culture in which the ritual operates. Secondly, an identified level of complexity in the stages 

of the ritual revealing a structure and process embedded within the ritual. The decision to 

investigate the Japanese cleansing ritual, over other rituals within other cultures, was made in 

consideration of these criteria and literature review.  

 

The inquiry into the historical dimensions of the Japanese cleansing ritual was structured 

around two central questions: how and why did the Japanese develop this particular way of 

cleansing? And why has this particular way of cleansing endured throughout Japanese history 

and into contemporary Japanese life? By answering these questions, the historical and 

cultural significance of the ritual, and the reasons for its continuity throughout history, were 

addressed. Focusing on the significance and continuity of the ritual, a series of sub-questions 
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were generated: why do the Japanese emphasise the importance of this ritual? Why is the 

cleansing ritual so important to the Japanese people? Why is the simple act of cleansing 

transformed into a significant social event? A secondary facet of understanding the historical 

dimension of the Japanese cleansing ritual was: why this particular way of cleansing endured 

throughout history; what was the significance of its continuity?  

 

The research also investigates  the programmatic dimensions of the Japanese cleansing ritual 

by synthesising the literature that describes and explains the complexity associated with the 

stages of the ritual. The programmatic dimensions of the ritual are visually manipulated and 

re-presented in the form of a series of ethnographic sequences (please refer to page 101 of 

this chapter). Exploring the programmatic stages of the ritual in this approach that differs 

from the traditional historical accounts has enriched understanding and explanation of the 

ritual. Table 4.0 depicts the framework applied to the process of conducting the literature 

review that enabled this to occur. 

 

 Questions to be 

addressed 

Objectives: 

HISTORICAL 

DIMENSIONS 

How and why did the 

Japanese develop this 

particular way of cleansing? 

Why has this particular way 

of cleansing endured 

throughout history and into 

contemporary Japanese life?  

§ Why did the 

Japanese emphasise 

the importance of 

this ritual? 

§ Why was the 

cleansing ritual so 

important to the 

Japanese people? 

§ Why was the simple 

act of cleansing 

transformed into a 

significant social 

event?  

Understanding the 

historical s ignif icance, 

and the historical and 

cultural continuity, of the 

ritual. 
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PROGRAMMATIC 

DIMENSIONS: 

What are stages of the 

ritual? 

Understanding the 

complexity associated with 

each stage of the ritual. 

Table 4.0: Framework applied to literature review. James 2013.  

 

 

JAPAN: CONTEXTUALISING THE SITUATION: BUILDING THE ETHNOGRAPHIC 

SEQUENCE 

 

“Bathing is a comprehensive aesthetic experience concerned primarily with non-objective, 

unquantifiable and unique sensations. In other words, the bathing experience is 

fundamentally subjective.”3 

 

Image 4.1: Immersed in ritual. James 2010 

 

…there are many things which can charm me, and whose cry finds an answering echo 

within me; but only on a spring evening, with my body softly enveloped in clouds of 

steam from a hot bath, can I feel that I belong to a bygone age. The steam which 

                                                        
3 Leonard Koren, How to Take a Japanese Bath (California: Stone Bridge Press, 1992). 



 85 

draped itself around me was not so dense that I was unable to see. Nor yet was it as 

thin as a layer of sheer silk which may easily be torn aside to reveal the ordinary 

mortal figure beneath.  

 

Leaning my head back against the side of the tank, I let my weightless body rise up 

through the hot water to the point of least resistance. As I did I felt my soul to be 

floating like a jellyfish. The world is an easy place to live in when you feel like this. You 

throw off the bars of desire and phsyical attachment. Lying in the hot water, you allow 

it do with you as it likes, and become absorbed into it.4 

 

Japanese cleansing ritual:  Cultural s ignif icance and continuity 

From the early Shinto ritual purification rituals involving water, following an encounter with 

death, to the introduction of temple bathhouses with the introduction of Buddhism, to the 

rise of public bathhouses in communities across Japan, to the introduction of the bath to the 

domestic interior, one thing has remained constant in Japan – the ritual cleansing process 

itself.  

 

The ritualistic procedures associated with communal bathing were profoundly significant and 

included rigorous acts of scrubbing and cleansing the body before one entered the 

communal bath water. Apart from addressing hygiene issues and the possible prevention of 

transmission of diseases by water, this ritual process heightened one’s experience of the 

process of getting clean by creating an amplified and extended period of rinsing, scrubbing, 

soaping and cleansing prior to entering the bath. The Japanese people saw a distinction 

between the ideas of arau (to wash) and yoku arau (to wash well), highlighting the significance 

of being sufficiently washed and clean in order to enter the tub. These preliminary cleansing 

acts could be seen as rites of purification occurring at the beginning of the Japanese 

cleansing ritual.  

 

If one asks Japanese people why they bathe in their distinctive manner, the answer is likely to 

be framed in terms of cultural and historical tradition. The Japanese tend, however, to 

conceal the meanings that allow these aspects of bathing to persist through the tremendous 

                                                        
4 Peter Grilli, Pleasures of the Japanese Bath (Tokyo: Weatherhill, 1992), 148. My emphasis is added in italics. 
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social and material changes that have occurred in Japan during the last century, especially 

since the end of World War Two.5  

 

In its various contexts, the bathing act renews purity, cleanliness, vigor, energy, health, 

warmth, tradition, status, relationships, and even self, all of which are important elements in 

the lives of the Japanese. Bathing even marks critical stages in the life cycle, especially birth 

and death, the latter an end but also a beginning. Bathing, then, is a metaphor of life 

renewal. When bathing is understood as a metaphor for the renewal of life, at least important 

elements of life, the attention paid to the bath by Japanese people and the retention, even 

elaboration, of bathing in various contexts through the dramatic social and cultural changes 

of the last hundred years are no longer surprising. Japanese are bathing in a tub full of water, 

but they are also immersed in symbols of meaning, symbols that renew and reaffirm their 

lives.6 

 

Misogo :  The signif icance of water purif ication in Shinto 

The earliest historical evidence of cleansing rituals in Japanese history relates to Shinto 

purification rituals following death. These rituals were performed with the intent to remove 

‘pollution’ from the body following an encounter with death. 

 

Purification is the fundamental practice of Shinto. Perhaps it would not be too 

extreme to call [Shinto] a religion of purification. Not only is it important for Shinto 

rites, but it is also essential in daily life, because life itself must be supported by 

purification to maintain the true state. Life which loses its pureness is not pleasing to 

the KAMI (gods), and becomes an anti-Shintoistic life full of sin, pollution and 

disaster. (Ono, n.d.)7 

 

The most important ‘concept’ of this ritual is misogo, which means purification by water. In 

Japan, water is considered as symbolically sacred,8 and is used symbolically in many ways; to 

honour gods, to honour the dead, to bring health to the living, to cleanse before entering 

sacred spaces such as temples, to bathe, cleanse and purify the body, and to ‘wash away 

                                                        
5 Scott Clark, Japan, A view from the bath (USA: University of Hawaii Press, 1994), 143. 
6 Scott Clark, Japan, 147. 
7 Ibid., 123. 
8 Ibid., 119. 
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spiritual impurities as well as physical dirt.’9 Peter Grilli explains the profound relationship 

between rituals of purification and Shinto ethos. 

 

The implications of ritual purification pervade the most ancient Shinto ethos and have 

remained constant throughout the development of Japanese cultural history.  The 

earliest myths of the Japanese people refer repeatedly to acts of bathing or ritual 

lustration by the gods as they carried out their tasks of creating the universe and 

setting the heavenly and earthly societies in order. Indeed, the central deities of the 

ancient Shinto cosmos—the gods of sun, moon, and agricultural fertility—were all 

born out of a bath in which Izanagi, the ultimate creator-ancestor, washed his body.10 

 

In the quote, above, Grilli outlines the significance of purification through the act of bathing, 

and the washing of the body in Japanese history. Grilli further explains the significance of the 

cleansing ritual to remove filth, impurity, evil and immorality and how the notions of natural 

purity and the desire for purity and physical cleanliness have influenced and defined the 

order and cultural pattern of the Japanese cleansing ritual. ‘The habit of bathing daily and the 

practice of washing away body dirt outside the tub and enjoying a long relaxing soak in a 

deep tub or pool of clean hot water have continued unaltered through the centuries.’11 The 

ritual therefore is not only for cleansing purposes; the order, connected to Shinto ethos and 

principles, enables the researcher to identify patterns in Japanese culture which can be 

analysed, and to seek evidence for their existence in contemporary society.   

 

                                                        
9 Ibid., 5. 
10 Ibid., 24.  
11 Scott Clark, Japan, 30. 
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Image 4.2: Japanese Water Gods. James, 2010. 

 

Buddhism was introduced into Japan in the sixth and seventh centuries. 12  With the 

introduction of Buddhism came the first temple baths, which included: 

 

bathhouses for the ritual washing of the Buddha statues and the purificatory 

ablutions of the monks…. At first these baths were used only by the monks; later, 

common people were invited to use them. The temple bath’s popularity eventually 

caused larger baths to be constructed solely for the use of commoners. Many rulers 

or rich men, in order to display the Buddhist virtues of piety and charity, sponsored 

baths where the common people could come and wash without charge.13 

 

The introduction of temple baths to Japan for communal bathing simultaneously united 

aspects of religion with community. To engage in cleansing rituals in Japanese temple 

                                                        
12  It should be noted that religious beliefs are not distinctly separated into divisions of Shinto, Buddhism, 
Confucianism, and the like. Religion, to Japanese people, is less concerned with specific origin and more about the 
categories of behaviour. 
13 Scott Clark, Japan, 23. 
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bathhouses was to connect with both Buddhist and Shinto ideals14 and to the Japanese 

community at large; the ritual allowed people to experience the power of the collective at 

physical, psychological and spiritual levels. As Eric Talmadge writes:  

 

Like the tea ceremony or a session of Zen meditation, the Japanese Bath is, at its 

best, a celebration of the beauty of the transcendent. It exposes that intangible 

sublime something that emerges when human activity, physical and mental, is 

consciously, carefully stripped down to its bare essentials.15 

 

Thus, the Japanese cleansing ritual, although evidently connected to, and a manifestation of 

religious ideas, is also a ritual that transcends religion; that is, the ritual responds to intangible 

and innate human needs and desires to feel connected, to feel a part of, and in union with 

aspects both within and beyond, the body.  

 

Buddhism: the emergence of public bathhouses, onsens and sentos 

The introduction of Buddhism in Japan from the sixth century had a significant and profound 

influence on the development of Japanese public bathhouses. These influences are still 

apparent today. The establishment of temple baths for commoners in Japan led towards the 

increasing development of public bathhouses in Japanese villages. Unfortunately, as outlined 

by Clark in Japan, A View from the Bath (1994), ‘the beginning of the public bathhouses in 

Japan—distinguished from the temple baths—is not clear. Writings by court nobles indicate 

that some form of public bath may have existed as early as the beginning of the eleventh 

century.’16 Research into the history of the Japanese bath, as evidenced in the work of Clark, 

Grilli, Smith, Yamomato and Talmadge, suggests that the public bathhouses in Japan 

flourished in the Edo Period (the period between 1603 and 1867).  

 

The image below illustrates the interior of a Japanese public bathhouse in the Edo period. 

 

                                                        
14 The level of exploration required to explore Buddhist ideas and aspects of the Zen Doctrine (which are complex 
and worthy of significant exploration as opposed to surface readings), is unfortunately beyond the scope of this 
thesis, although these topics generate areas for potential future research on Japanese rituals. However, it should be 
noted that particular Buddhist ideas, including transition, transcendence, enlightenment (a movement or pathway 
towards something), as well as elements of the Zen Doctrine, including mu (emptiness or nothingness), mushin 
(detachment) and muso ( reedom from all ideas and thoughts) are Buddhist ideals, that I believe, are embodied and 
manifested in the Japanese cleaning ritual.  
15 Scott Clark, Japan, 30. 
16 Ibid., 25. 
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Image 4.3: Interior of a Japanese public bathhouse in the Edo period. Image courtesy of 

University of Hawaii Press. 

 

As well as the increase in public bathhouses, onsens (bathing in natural hot springs) was also 

a common bathing practice: 

 

Among hot water baths, besides those that evolved from the steam bath, there were 

also thermal baths. The discovery of the hot springs that feed these baths, which are 

especially common in the Tohoku region, is often credited by legend to monks in 

ancient times. Their use for medicinal purposes, and for the bathing that is part of the 

Buddhist purification ritual, was probably developed by monks who were undergoing 

ascetic training in remote mountain areas.17 

 

 Below are images,of onsens and sentos (public bathhouses).  

 

                                                        
17 Nakagawa Takeshi, In Space, Memory, and Language (Japan: International House of Japan, 2005), 110. 
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Image 4.4, 4.5, 4.6 and 4.7: Japanese public bath houses. Images courtesy of Dana Levy. 
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Image 4.8 and 4.9: Japanese outdoor hot-springs. Images courtesy of Mark Edward Harris. 

 

The public bathhouses and natural hot spring baths became the centre for communication, 

exchange, recreation and social interaction among the Japanese people. The act of cleansing 

oneself as part of a collective, was, for the Japanese people, a profoundly heightened social 

experience, generated through the act of cleansing and the intimate sharing of bath water 

together. As Grilli writes:  

 

bathing with others, rather than in solitude, reinforces the most fundamentally 

cohesive element in Japanese society—the sense of community. To bathe together 

with one’s group… is to establish personal bonds and to reaffirm, in the most 

intimate way, a sense of kinship and interdependence.18 

 

The elements of kinship, interdependence and a sense of community, as identified by Grilli in 

the quote above, highlights the social significance of the Japanese cleansing ritual to the 

Japanese people. The act of communal bathing in Japan not only established relationships 

between people, but the act of cleansing oneself as part of a collective in a shared spatial 

                                                        
18 Scott Clark, Japan, 34. 



 94 

setting, generated social interactions and experiences of exchange, kinship and cohesion, 

thereby highlighting the significant influence of the spatial influencing the social. 

 

Images 4.10 and 4.11: Japanese Bathing Town (Kusatsu). Contemporary communal baths. 

James, 2010. 

 

 
Images 4.12, 4.13 and 4.14: Contemporary Japanese sentos. James 2010. 

 

 

The introduction of the bath to Japanese domestic interiors 

In the middle to late 1960s, technological developments and economic influences allowed 

baths to be introduced to Japanese domestic interiors. This however, was a slow process, as 

many Japanese people, particularly those in what were considered to be lower classes, had 

to deal with both financial and spatial issues, whereas the landlords, the rich and the wealthy 

already had the luxury of private baths in their own homes. After World War Two, with 

economic recovery occurring in Japanese society: 
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the upper class soon acquired a private bath, but the average urban dweller had to 

wait for the availability of gas, either city or propane, and the development of heaters 

and water systems that would allow a bath in every home.19  

 

By 1968, over 75% of Japanese houses had bathrooms, and in rural areas, more than 95% had 

them. Availability of space was an issue in most Japanese homes; however, with the 

development of a deep, small-scale bath (see photographs, below), by the 1980-90s, nearly 

90% of Japanese homes had baths. For the Japanese, overcoming the space issue was not to 

be resolved with the introduction of showers. ‘What the Japanese wanted was a bath with hot 

water to soak in. Showers alone were not considered by most people; indeed, the public bath 

was preferable to a mere shower.’20 

 

Images 4.15, 4.16 and 4.17: Japanese bathtubs in domestic interiors. James, 2010. 

                                                        
19 Scott Clark, Japan, 60. 
20 Ibid., 63. 
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Although a shift in bathing practices occurred, highlighted by a move from the public 

bathhouses to bathing in the home, significantly, the ritual process itself remained 

unchanged. Japanese people still engaged in the same ritual process, irrespective of location 

or context; separating the body from the outside world, entering the datsuiba (the change 

room used to undress and redress), entering the bathroom to rigorously scrub, and then 

finally, submersion of the body in the bath.  

 

However, with the widespread adoption of baths in Japanese homes, the emphasis of the 

ritual shifted from the community towards the individual and the family. The ritual, performed 

at nighttime, often marking the ending of the day and the last activity before sleep, became a 

time and space for the individual to relax and de-clutter the mind. Smith and Yamamoto, in 

The Japanese Bath (2001), explain why the Japanese traditionally bathe in the evening: ‘The 

Japanese take an evening bath to relax and feel refreshed after a long day at work. It acts as a 

transition between work and leisure, between public and private time.’ 21  Smith and 

Yamamoto explain the technical reasons for the evening ritual. The bath ‘stimulates the 

parasympathetic nervous system and accelerates the secretion of nor-adrenaline—in 

nontechnical terms, it lowers the level of psychological tension and physical stimulation, thus 

helping to shut down the entire body system before going to sleep.’22 The ritual process thus 

facilitates a transition towards a calmer state of mind, inducing feelings and experiences of 

rejuvenation and purification.  

 

Another important shift in emphasis was the idea of family connectedness and the 

strengthening of family bonds through the bathing ritual. Japanese families, particularly those 

with young children, would bathe together, highlighting the social significance of the bathing 

ritual. The Japanese concept of skinship (sukinshippu) is reinforced through the family 

bathing rituals: ‘Bathing with one’s young children is important in Japan because it is thought 

to develop a bond between parent and child.’23 The Japanese talk today of skinship, which is 

associated with skin-to-skin contact. This form of contact highlights the importance of 

intimacy and connection between family members, particular young children and their 

parents.  

 

                                                        
21 Bruce Smith and Yoshiko Yamamoto, The Japanese Bath (Salt Lake City: Gibbs Smith Publisher, 2001), 59. 
22 Ibid. 
23 Scott Clark, Japan, 73. 
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Images 4.18 and 4.19: Bathing together James, 2010. 

 

Contemporary ideas about bathing in Japan 

The contemporary cleaning ritual in Japan, still unchanged from the ritual procedures 

established with the first temple baths, is sustained by culture and tradition. The continuity of 

the ritual endures because it is more than just a process of getting clean. Rather, the 

Japanese cleansing ritual is a structured series of bodily experiences; experiences of 

separation, immersion, absorption, presence, absence, life, death and re-birth. From a review 

of the existing literature on the cleansing ritual, it is evident that contemporary ideas about 

bathing are still as strong today as they were centuries ago.  

 

The continuity of the Japanese cleansing ritual throughout history, and the current view of the 

bath as a valued part of contemporary, modern-day Japanese life, are testaments to the 

cultural significance of the ritual to the Japanese way of life. The continuity of the ritual 

strengthens connections between bodies; between bodies and communities; between 

communities and culture; and finally, between culture and history. Performing the Japanese 

cleansing ritual becomes a way for bodies to connect to their culture and to history, forging 

and maintaining cultural connections that reinforce the experience of feeling connected to 

and in relationship with wider social-cultural contexts. There is a sense of social connectivity 

and a sense of social-cultural belonging that is engendered through the body’s active 

participation and direct engagement in the Japanese cleansing ritual. Engaging and 

experiencing a ritual process that has both cultural and historical significance heightens and 

enriches the body’s performance and experience of ritual.  

 

Significantly, the changing landscape and condition of contemporary society, with its pace, 

tension and pressures exacerbated by increasing technology and changes in lifestyles and 
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patterns, not only in Japan, but across the world, highlights an increasing need and human 

desire for authentic and meaningful moments in daily life. Perhaps, as Grilli suggests:  

 

the bath is one of Japan’s secret weapons for survival in a modern age. Perhaps it is 

the balm that soothes the aches and bruises brought on by the frenetic pace and 

conflicting tensions of life as it is everywhere lived today. Perhaps, even, the 

Japanese bath is a device we all might adopt in surmounting the pressures of our 

daily lives and in turning back into our selves.24  

 

This, I argue, is why the Japanese continue to hold onto this ritual, unchanged and unaltered 

since its inception, not only because of its connection to religion and Japanese cultural 

values, but because it is a practice that responds to an innate human need, desire and instinct 

to return to self and to establish meaningful connections between the body and the interior 

both within the body and with the interior which surrounds us. 

 

Ethnographic sequences: complexity in the choreography 

To generate these ethnographic sequences, I have drawn from a wide range of existing 

literary sources including works by Peter Grilli, Nakagawa Takeshi, Leonard Koren, Eric 

Talmadge, Scott Clark, Mark Edward Harris, Dana Levy, Brue Smith and Yoshiko Yamamoto.  

The sequences illustrate the order and process of the cleansing ritual, highlighting the 

prescribed order and established protocol and cultural ‘rules’ of bathing in Japan.25 These 

sequences, as a collective, represent the contemporary Japanese bathing sequence and 

attempt to illustrate a generalised pattern of bathing across all of Japan. It should be noted 

that this pattern and sequence of bathing does not change, whether the ritual is performed in 

the privacy of the home, in small or large public bathhouses (sentos) or outdoor hot springs 

(onsens). In all these spaces, bathers follow the same ritualised bathing pattern, with only 

minor or slight variations. 

 

The descriptions of the Japanese cleansing ritual vary slightly depending on the author. For 

example, Peter Grilli states the ritual order involves a simple three-phase process involving 

scrubbing, rinsing and then entering the tub. In contrast, Smith and Yamamoto outline a 

                                                        
24 Peter Grilli, Pleasures of the Japanese Bath (Tokyo: Weatherhill, 1992), 41.  
25 It should be noted that this pattern and sequence of bathing does not change, whether the ritual is performed in 
the privacy of the home, in small or large public bathhouses (sentos) or outdoor hot springs (onsens). In all these 
spaces, bathers follow the same ritualised bathing pattern, with only minor or slight variations.  
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more detailed process, involving rinsing dirt from the body, soaking, scrubbing, soaking 

again, drying and re-dressing; this description highlights how the body transitions in and out 

of the bath multiple times during the course of the ritual.  

 

The process of constructing the ethnographic sequence involved diagramming the written 

descriptions, referenced from several key texts on the Japanese cleaning ritual, into linear 

patterns. These patterns were analysed together in order to find linkages and common 

patterns. The outcome revealed key moments common within all the descriptions. The final 

representation is a re-constructed sequence comprising descriptions from multiple sources.  
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Insertion 4.20: Ethnographic sequences. James, 2010. 
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Japanese bathing is basically made up of four steps. First, after 
taking off one’s clothes in the datsuiba, the bather steps into the 
washing area next to the bathtub and sits down on a small 
stool. 

One picks up a wooden 
bucket and scoops hot water 
from the tub, pouring it over 
the shoulders. This is repeated 
several times, rinsing off the 
dirt from the entire body. 
Rinsing is accomplished rather 
quickly, the point being 
twofold: to clean off the dirt 
from one’s body before 
entering the hot water that is 
to be shared by others and to 
accustom the body to the 
temperature of the bathwater.

Now that the body is ready 
for soaking, the bather 
climbs over the edge of the 
bathtub and slowly 
descends into the bath.  
One slowly sinks into the 
water, and after a while, the 
body becomes used to the 
water, feeling gradually as 
though the heat has 
penetrated to its core. 

The bather gets out of 
the tub and sits down on 
the stool again. Rubbing 
soap onto a loofah, 
washcloth, or sponge, he 
or she completely rubs 
him- or herself all over 
from head to toe. It is 
time to vigorously scrub – 
to get every possible inch 
of dead skin and dirt 
scraped off the body. 
Most Japanese remain 
seated while soaping the 
body. This scrubbing can 
take as long as ten to 
fifteen minutes.

The bather completely rinses off the 
soapsuds, then rises once again. At 
this point, he or she is ready for the 
last soaking. Since the body is 
already warmed this time, it is easier 
to descend into the clean water. The 
body feels smooth and soft after the 
vigorous scrubbing, and the muscles 
and nerves begin unwinding from the 
accumulated tensions of the day. 

In the datsuiba, the bather dries off and 
puts on a yukata or other comfortable 
clothing. Finally the Japanese bath is 
finished and the rest of the evening awaits. 

1. Any time is a fine time to enjoy a 
Japanese bath: on rising in the 
morning, before retiring at night, or 
whenever the inspiration enters 
your mind.
2. Whether for bathing at home or 
at a public bathhouse, your bath kit 
should include: soap, shampoo, a 
washcloth, clean underwear and 
socks…and a plastic bucket for 
scooping water. The bucket 
doubles as a handy container for 
the other kit items, and is especially 
useful when strolling to the public 
bath. 
3. To prepare the bath, first fill the 
tub with hot water, testing it with 
your hand to make sure it’s the right 
temperature for you. When the tub 
is full, stir the water with your hand 
or a stirring paddle to blend the hot 
water on top with the cooler water 
that tends to sink to the bottom. 

4. With the plastic bucket, 
scoop some water from the 
tub and pour it over your torso 
to rinse off surface dirt. 
Continue scooping and 
pouring, being sure to rinse 
your private parts and 
anywhere that is especially 
grimy, like your feet. Many 
people wash with soap at this 
stage, but the choice is yours. 
Just remember that the 
cleaner you are, the cleaner 
the water will be for the next 
person who enters the bath. 
Do be considerate. 

5. Gingerly, ease into the 
steaming bath and sit 
quietly. 
6. Soak until your body is 
heated thoroughly, and then 
get out carefully. 

7. Using water from a 
wall faucet or scoped 
from the tub, lather up 
your washcloth with soap 
and scrub yourself until 
you’re squeaky clean. 
This is also the time to 
shampoo your hair if you 
wish. Whatever you do, 
be careful not to get any 
soap or suds into the 
bath water.
8. With fresh water from 
the tub or wall faucet, 
thoroughly rinse all the 
soap and shampoo from 
your body.

9. Ease back into the tub and enjoy a 
good long soak. Feel your body relax 
and any stress dissipate. Pure bliss!

10. Bathing Japanese-style is often a communal 
activity where gentle conversation is an added 
pleasure. Sometimes you share a bath with your 
family. And sometimes, at a public bath or hot 
spring resort, you bathe with complete strangers. 
Public baths are usually divided into separate 
pools for men and women, but if you find 
yourself in a unisex bath, all you have to do is 
cover yourself modestly with your washcloth 
when walking around and otherwise bathe as 
usual.
11. As a courtesy to the next bather, skim any 
hair or debris off the surface of the water with a 
net when you are done. Then place the insulated 
cover on the tub to help keep the water hot. The 
next bather may add piping hot water to replace 
any that was scooped out to increase the water 
temperature. Some Japanese bathtubs have 
built-in heaters that allow the water to be 
reheated while you soak or before the following 
days’ bath. Many ecologically minded 
households recycle the bathwater after everyone 
in the family has bathed, using it for the first 
cycle in the washing machine, for watering the 
garden, and so on.
12. Apres bath is a time for relaxing and cooling 
off. So find a comfortable spot where you can sit 
calmly and let magnificent thoughts fill your mind. 

1. Take off all the clothing and put it in 
a basket or on the shelf.

2. You first wash yourself 
lightly outside the 
bathtub.
3. You can use soap 
outside the bathtub.
4. Wash off the soap-
suds by pouring hot 
water over your 
shoulders.

5. Now, enter the bathtub and place 
yourself in the hot water almost up to 
your chin. Thus, your nerves unwind 
and your muscles relax in the 
pleasant warmth of the water. 
6. The water in the bathtub may be a 
little too hot for you. You can turn on 
the cold water faucet to adjust the 
water temperature, but take care not 
to make the water too lukewarm.

7. Do not pull out the plug in the bathtub 
when you leave. 

The same process is followed in bathing, whether one does it in a 
public setting or alone at home: before entering the tub, one scrubs 
the body clean; next, one rinses away the soap and remaining 
grime; then and only then – after the body is sparkling clean – one 
slips into the deep, clear hot water.

Only a few minutes of soaking in that 
water, its heat seeping deep into the 
body, and the mind begins to drift. Is 
it the heat? The depth? The steam? 
Or the sensation of floating while 
sitting immobile? Whatever the 
cause, all anguish, tension, anger, or 
pain seems to evaporate, replaced by 
a sublime euphoria.
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After taking off one’s clothes in the 
datsuiba, the bather steps into the 
washing area next to the bathtub 
and sits down on a small stool. 

With the bucket, the bather 
scoops some water from 
the tub and pour it over 
their torso to rinse off 
surface dirt. 

This is repeated several 
times, rinsing off the dirt 
from the entire body. 	  

The bather climbs over 
the edge of the bathtub 
and slowly descends into 
the bath.  The bather 
slowly sinks into the 
water and sits quietly.

The bather gets out of 
the tub and sits down 
on the stool again. 
Rubbing soap onto a 
loofah, washcloth, or 
sponge, he or she 
completely rubs him- 
or herself all over from 
head to toe. It is time 
to vigorously scrub – 
to get every possible 
inch of dead skin and 
dirt scraped off the 
body. 

The bather scrubs the 
body completely 
clean; next, the bather 
rinses away the soap 
and remaining grime.

The bather rises once again.
The bather eases back into the 
tub, descends into the clean 
water and enjoys a long soak. 

The bather dries off and puts on 
clean clothing. Finally the 
Japanese bath is finished and the 
rest of the evening awaits.
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JAPAN: ETHNOGRAPHIC ENCOUNTER: SITE-SPECIFIC STRATEGIES 
 

Reena Tiwari addresses the body as a research instrument, engaged in rituals and 

performances. Tiwari proposes that knowledge and understanding of performances are 

constructed through the lived-experience of the body engaged in the rhythms of everyday 

rituals and practices. ‘Body is viewed within its social-cultural context. The way people use 

their bodies in the space becomes important in understanding those spaces in a cultural 

context. Thus, the body is explored with its social, cultural, and mental constructs. This 

relationship of body with space also becomes critical in developing my research 

methodology where I live the selected urban spaces. I position my body physically and 

mentally in this particular context in order to understand and represent it.’ 26 This approach is 

termed Rhythmanalysis, first developed by Henri Lefebvre, and involves the location of the 

body in the performance in order to ‘experience and live the inscribed rhythms.’27 This 

process goes ‘beyond a visual engagement’28, into an ‘immersion in the rhythmic, temporal 

dimensions of the space.’29 Although I do not employ rhythmanalysis in this thesis, Tiwari 

offers insights into the importance of the body as a research instrument in ethnographic 

research, specifically addressing the significance of the body engaged in ritual performances 

as a way of building ethnographic knowledge. Building upon Tiwari’s framework, I focus on 

the psychological dimensions of the body’s lived experience of rituals by revealing, not only 

the ways that bodies engage and experience the rhythmic and temporal dimensions of ritual, 

but how the body, at times, negotiates the rhythms and patterns of the ritual.  

 

This type of approach engenders a different epistemology than traditional forms of 

ethnographic inquiry that have maintained and encouraged distance and detachment to 

produce objectified accounts of reality. The embodied knowledge that is generated from 

engagement and subjective experiences in performances highlights the role of the 

researcher’s body as an important source of epistemological understanding. By using the 

body as a research instrument in this research, I addressed two integral aspects of 

performance ethnographic research. Firstly, the body’s active engagement in cultural 

performances as a method of understanding through embodied ways of researching, and 

secondly, the importance of auto-ethnographic aspects of ethnographic research: the 

                                                        
26 Reena Tiwari, Space-Body-Ritual: Performativity in the City (United Kingdom: Lexington Books, 2010), 20. 
27 Ibid., 9. 
28 Ibid. 
29 Ibid. 
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researcher inserts her own experiences into the documentation and presentation of the 

ethnographic data. ‘Auto ethnography is where researchers and authors present accounts of 

event interaction and relationships in which they are intimately involved. Authors write about 

their own lived experiences of events and social interactions.’30 

 

Home-stays as a research strategy 

The case study was carried out in Japan in December 2010. It involved an intensive one-

month stay in Japan to study cleansing rituals in Japanese domestic interiors. The methods 

involved performing, participating, observing and conversing with participants through a 

variety of home stay situations in Osaka, Yugawara (Kanagawa), and Ichinomiya (Chiba). 

Participating in home stays allowed a connection with family participants and a sense of 

engagement in the family’s everyday flow and daily rhythms. This helped in gaining a deeper 

understanding of the ritual and the significance of the ritual as it is performed daily within the 

cultural context.  

 

The Japanese cleansing ritual (the process, procedure and sequence of the ritual) does not 

change whether performed in domestic (private) or public spaces. Therefore, to further 

broaden an understanding of the performance of cleansing rituals in Japan, the study also 

involved performing and observing cleansing rituals in a variety of other interior spaces, 

including Buddhist temples and public bathing houses in selected onsen towns.31 Numerous 

public and private bathhouses in ryokans (traditional Japanese inns) were also visited.  

 

                                                        
30 Carolyn Ellis, Tony E. Adams and Arthur P. Bochner, “Autoethnography: An Overview,” Forum: Qualitative Social 
Research 12, no. 1 (2010): http://www.qualitative-research.net/ 
31  Onsen towns, including the ones involved in this research, Kusatsu and Shibu, are Japanese towns purely 
to the act of bathing, and made up of multiple onsens.  
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Map 4.21: Geographic map of Japan. James 2012. 

 

Multi-sited f ieldwork 

To ensure that rich and substantial data was obtained, the decision was made to stay in a 

variety of different interior contexts within each study for a brief and limited time, including 

Japanese homes, ryokans (traditional Japanese inns) and temples in a variety of locations 

including Shibu, Kusatsu, Chiba, Kanagawa, Osaka and Koyasan. The cleansing ritual was 

explored in each of these distinct interior contexts, offering multiple perspectives and 
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experiences of the ritual. For example, the multiple sites offered opportunities to engage in 

bathing ritual alone in the privacy of homes, and, bathing with others in public bathhouses 

(including sentos and onsens) allowing direct participant observation of the cleansing ritual 

from a ‘public’ perspective.  

 

The decision to keep the home stay time period short in each place not only created an 

‘intensity’ and helped to maintain an effective level of heightened awareness to the interior, 

but also enabled the researcher to stay in more places in different locations and within 

different types of accommodation, thus broadening opportunities to collect new data in 

different types of interiors. Multiple home stays enabled the identification of overlaps and 

distinctions of the ritual and the places in relation to different interior types. Multi-sited 

fieldwork enables the researcher to engage in multiple ritual situations in varied locations, as 

opposed to staying in one location for an extended period, as Murchison explains: 

 

Ethnography involves both studying in specific places and studying the actual places 

and spaces that informants inhabit. Ethnographers are increasingly pursuing 

multisited fieldwork, working in multiple locations, sometimes quite distant from each 

other. The exciting studies that have emerged from multisited fieldwork help raise 

important questions about how ethnography deals with issues of place and space.32 

 

I argue that this process is highly valuable for two reasons. Firstly, the researcher is ‘exposed’ 

to new contexts more frequently, increasing and maintaining a heightened sense of 

awareness to the interior. Secondly, the ‘breadth’ of data collected may help the researcher, 

when analysing the data, to more easily recognise similarities, commonalities and variations in 

patterns.  

 

Co-performances 

Home stays and co-performances were employed as research strategies to collect rich data 

that could not have been gathered through more traditional ethnographic methods such as 

participant observation or interviews.  Margaret Swain writes:  

 

                                                        
32 Julian Murchison, Ethnography Essentials: Designing, Conducting, and Presenting Your Research (California: John 
Wiley and Sons, 2010), 128-129. 
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…if bodies are invisible or silenced in qualitative research, we are missing a very rich 

source of data and denying a method of investigation that acknowledges the 

researcher’s complicity in knowledge-building…. The researcher’s own body 

develops a tacit and tactile relationship within fieldwork though which important 

insights can be gained.33  

 

Placing the researcher’s body alongside other research participants’ bodies in the 

performance facilitates a way of understanding that produces meaningful research grounded 

in both individual, and collective experience. The Japanese case study involved home stays 

with three different families. The first home stay occurred in Osaka and was conducted with 

Family A, composed of two adults (husband and wife). During the home stay, I, as the 

researcher, participated in daily cleansing rituals including the nighttime bath, where all 

family members and myself – although always bathing individually and privately, one after the 

other – shared the same bath each night. The second home stay was located in Kanagawa 

(approximately 450km from Osaka). The family consisted of two adults (husband and wife). 

Similarly to the home stay in Osaka, I bathed each night individually, sometimes before and 

sometimes after, the other members of the family bathed. The third home stay occurred in 

Chiba (approximately 90km from Kanagawa). Family C was composed of four adults, (mother, 

father, son and daughter). At the time of the home stay the son was aged twenty-four (he was 

not present during the home stay) and the daughter aged twenty-two. Each night the whole 

family took turns bathing, individually, one after the other. There was no set order to who 

bathed first, but as a guest, I was often offered the first bath of the night, after we had 

finished dinner.  

 

During all the home stays I was also taken to multiple sentos and onsens around the local 

areas. These ranged from small-scale local bathhouses, to modern, large-scale bathhouses 

which included multiple baths within each complex. Around each of the three different 

areas—Osaka, Kanagawa and Chiba—I also experienced the cleansing ritual at onsens. Some 

of the onsens we visited were located hours away from the participant family’s house, yet 

were worth driving the distance to experience the cleansing ritual in natural outdoor 

landscapes, including in the mountains and in the snow.  

 

                                                        
34 Sarah Pink, Doing Visual Ethnography (London: SAGE Publications, 2007), 5. 
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Performing the cleansing ritual in these public interior contexts offered a level of co-

performance from a public perspective. I, as the researcher, co-performed the cleansing ritual 

with members of the public, which sometimes included thirty or more other people (all of 

whom were female). This enabled participant observations of the ritual in public settings and 

the experience of co-performance from an alternative dimension to the private co-

performances with the family in their homes, thus offering more ‘social’ dimensions to 

understanding the ritual.   

 

Ethics 

The way in which a researcher collects information in the field must take into account ethical 

issues in conducting fieldwork.  Due to the nature of the ethnographic case studies 

(particularly the very intimate nature of the Japanese cleansing ritual) ethical issues were 

addressed and rigorously dealt with at the beginning of the research process in collaboration 

with the Curtin Ethics Committee, to ensure the safety, confidentiality, and protection of all 

research participants involved. A detailed document in the appendix outlines the major issues 

that had to be resolved before the fieldwork commenced. These included the development 

of a substantial ethics package including a detailed document outlining the project summary, 

research question, project outcomes, procedure and analysis, role of the researcher, data 

collection methods and types of rituals to be witnessed. The document clarifies the types of 

rituals performed and observed in each cultural context, a description of the nature of rituals, 

description of the participants and clarification of all home stays. . Also included in this ethics 

package are examples of the information and consent forms (both in English and examples of 

translated forms) that were given to all participants before the commencement of the 

fieldwork in Japan.  

 

 

JAPANESE CLEANSING RITUAL: LIVED SEQUENCES 

 

The lived sequences are represented in three different ways, highlighting how lived, interior 

experience can be represented ‘in a range of different textual, visual, and other sensory 

ways.’ 34  The representations complement one another and include photographic-

documentation of the interior spaces, photographic-documentation of the body engaged in 

the ritual performance transitioning through the interior, and a series of written auto-

                                                        
34 Sarah Pink, Doing Visual Ethnography (London: SAGE Publications, 2007), 5. 
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ethnographic descriptions that together constitute a written narrative of the lived experience. 

The written descriptions highlight how ‘language can be used as a tool for the description of 

personal, emotional, sensory and physical responses to the situation.’ By extending the visual 

photographic approaches used by Tiwari, the sets of lived sequences incorporate images and 

textual descriptions demonstrating multiple ways in which ritual experience can be recorded 

and documented. 
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(Page 111): Insertion 4.22: Lived Sequences: Home-Stay One. James, 2010. 

(Page 112): Insertion 4.23: Lived Sequences: Home-Stay One. James, 2010. 

(Page 113): Insertion 4.24: Lived Sequences: Home-Stay Three. James, 2010. 
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ANALYSIS 

THE BODY-IN-INTERIORS TRANSACTIONS FRAMEWORK 

 

 

The interiors analysed reveal how the interior – manifested as part of the ritual – amplifies the 

relationship between the body and the interior during the body’s engagement and 

performance in ritual, as identified through the analysis of data. Data is analysed through a 

predominately ‘interior-oriented’ perspective, focusing on the physical characteristics and 

interior elements including spatial sequences, boundaries and thresholds. The nature of the 

changes in the interior (for example, changes in size, scale, and form), sensorial and material 

changes (for example, sound, smell, temperature and texture), and encounters between the 

body and the interior, are identified and categorised in this chapter. Analysed are the nature 

of the exchanges occurring between body and interior during ritual performances, revealing 

distinctions, connections and commonalities between the interior spaces and sites analysed 

as part of the case study, these included the home-stay sites in three different homes, public 

bathing houses (sentos), temple baths and various onsen sites. Revealing commonalties and 

interrelationships between different interior sites validates the developing themes and 

patterns arising from the case study and analysis, generating evidence that supports theory 

building and contribution. 

 

 

GENERATION OF INSIGHTS 

 

The identif ication of interior conditions 

The insights generated from this research reveal how rituals are manifested in the interior 

through structured sequences of interior spaces and through the interplay of interior 

elements, including thresholds, transitional spaces, boundaries, form and materiality. The 

underlying structure of rituals is embodied in the interior, and the interior thus holds qualities 

of the ritual process, including notions of separation, liminality, transition, immersion and 

return. The interior becomes the ritual process, instructing and guiding the body through 

sequential and unfolding conditions. The interior creates a narrative through a sequence of 

spaces that heighten: themes of separation (including sub-themes of detachment, removal, 

cleansing and destruction); liminality (including sub-themes of ambiguity, lowliness, 

sacredness, and paradox, for example, experience of life and death simultaneously and 
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homogeneity); and re-incorporation (including sub-themes of return, change, alteration and 

transformation). 

 

Identif ication of shift ing body-interior relationships during ritual 

The analysis of data has further revealed a series of ritual transactions between the body and 

the interior whilst the body is engaged in ritual. These moments reveal the details, the 

intimate relationships, the instinctive and emotional connections and responses between the 

body and the interior. This research demonstrates how the interior amplifies the body’s 

satisfaction in ritual by: (1) guiding the body into a heightened state of liminality, where the 

body, deeply immersed in ritual, experiences a turning inwards and return to self; and (2) how 

the Japanese interior facilitates a series of intimate and immediate engagements between 

body and interior that evoke instinctual, embodied connections. In these moments, innate 

human needs and desires, including the need to touch, feel connected to, a part of, or in 

union with things beyond the body, are experienced and may be satisfied. Intimate 

exchanges between body and interior underlie these moments in ritual and the ritual is made 

explicit through these moments. 

 

In summary, the ritual situation, embodied and manifested in the interior, is a process that is 

both instructive and instinctive. The body is guided through the process in a structured and 

ordered way. Yet, through the body’s engagement and its following of instructions—

manifested physically through interior elements such as thresholds, passages, and 

boundaries—the body experiences moments that engender changing body-interior relations 

during ritual.  

 

The interior guides the body into the ritual narrative. Through this guiding process the body 

continually connects to the ritual because the interior facilitates moments that are 

sequentially experienced, moment after moment, increasing in intensity, until the body is no 

longer aware of the moments—the body is in the moment; a part of the moment. The interior 

thus facilitates a heightened process of immersion in ritual. It is through these moments in the 

ritual that the body experiences immediate connections with the interior. These moments 

occur due to shifts and changes in either the physical interior (for example, changes in spaces 

or changes in scale or form), changes in bodily movement (for example, a change in rhythm, 

tempo, direction or orientation), changes in sensorial elements (for example, changes in 

texture, materiality, temperature, smells or tastes), and changes in perception and cognition. 
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In these fleeting moments, the body engages in an intimate and immediate dialogue with the 

interior. These moments can be subtle or intense, they may be momentary or may have a 

sense of duration, and they may evoke both a physical and emotional moment of interaction 

or connection to the interior. These series of moments are felt through, within and outside 

the body, and in the body’s experience of such moments, it may experience a shift in 

understanding of the body, the interior, or the body in relationship to the interior. 

The ritual is made explicit through these fleeting moments when the body is moved to 

engage with the interior. Engaging in a corporeal and cognitive dialogue, the body is drawn 

into the interior visually, sensorially and intellectually. These moments have immediacy, 

intimacy and presence, and, thus, when experienced, generate new understandings of the 

body’s relationship and experience of interior and shifting manifestations of interiority. 

Revealed though an analysis of the data, is how the body may experience different 

manifestations of interiority as experienced and lived in the ritual process. These 

manifestations reveal how the body’s sense of interiority, both physically and psychologically, 

changes during ritual, offering an insight into how ritual alters the body-interior relationship. 

Five body-interior dimensions have been identified through an analysis of the data collected 

on the Japanese cleansing ritual: the body as perceiving itself as separate from the interior 

(1st dimension); the body establishing a relationship with the interior through active and 

direct participation (2nd dimension); the body becoming a ‘part of’ the interior (3rd 

dimension); the body deeply engaged in a state of immersion with the potential for the body 

to experience the interior without conscious recognition of its presence (4th dimension); and 

the body reaching a secondary state of immersion where there is the potential sense of loss 

of the body and interior simultaneously (5th dimension). 

 

Through an analysis of interior elements in relation to ritual and through the identification of 

shifting body-interior relationships during ritual, revealed in analysis of the Japanese 

cleansing ritual across multiple interior sites in Japan, this thesis offers an enriched 

conception of ritual that advances ritual theories as well as generating the building of new 

interior design theories. The development of new theoretical concepts within an Interior 

Architecture context offers new ways of understanding and explaining how bodies occupy 

interiors engaged in ritual processes and how varying body-interior dimensions potentially 

arise in the unfolding of ritual. 
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DEFINING THE FRAMEWORK: LOGIC OF INQUIRY 

 

The Japanese cleansing ritual is used as an example to illustrate the various stages of the 

coding process. This process is diagrammatically illustrated, below, in Figure 5.0, and 

captures patterns, themes and insights from the data.  

 

 

Figure 5.0: Analytic Framework: cycle one and cycle two. James, 2013. 
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Revealing patterns in the sequences: i l lustrating the process 

Coding cycle one comprises a holistic and sequential analysis of all the sequences that 

comprise the set of lived sequences, comprising: (1) a sequence that represents the series of 

interior spaces occupied during the ritual; (2) a sequence that represents the body-in-

transition through the ritual; and (3) a sequence that represents written descriptions of the 

experience. The analysis of the ritual is contextualised within interior, physical, aesthetic, and 

performative dimensions of the interior architecture discipline, which focuses on the 

relationships between the body and the interior. In cycle one, the lived sequences are 

analysed through notions of bodily performance, movement, sequences, thresholds, 

passages, changes, encounters and sensorial and material sensations (for example, sound, 

smell, temperature and texture). The outcome reveals common ritual patterns. These 

emerging patterns are manifested in the form of identified common themes and concepts. 

Drawing on the patterns revealed in cycle one, cycle two consists of simultaneously 

integrating and reading these patterns through the theoretical and ethnographic patterns 

constructed as part of this research, and described in the chapter, Ritual: Documentation of 

Embodied Research. 

 
 

Abductive thinking: the logical process of sensemaking 

According to designer, Jon Kolko, the generation of new insights and ideas from data is 

accomplished through a process of ‘making sense,’ finding relationships and patterns, 

identifying themes in the research data and drawing important connections between 

elements1, as demonstrated in the analysis of the lived sequences in this chapter. The process 

of synthesis is an abductive sensemaking process and requires the researcher to ‘forge 

connections between seemingly unrelated issues through a process of selective pruning and 

visual communication.’2 As demonstrated in coding cycle one and two, the vast amount of 

data collected through fieldwork is systematically organised into sequential visual patterns 

and analysed in order to identify elements, themes, patterns and relationships. According to 

Kolko this visual tool is beneficial in enabling the researcher to gain an external view of 

things. 

 

                                                        
1 Jon Kolko, “Abductive Thinking and Sensemaking: The Drivers of Design Synthesis,” MIT’s Design Issues 26, no. 1 
(2010):17.  
2 Ibid., 18. [own addition] 
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Thus, one of the most basic principles of making meaning out of data is to externalise 

the entire meaning-creation process. By taking the data out of the cognitive realm 

(the head), removing it from the digital realm (the computer), and making it tangible 

in the physical realm in one cohesive visual structure (the wall), the designer 

[researcher] is freed of the natural memory limitation of the brain and the artificial 

organisational limitations of technology. Implicit and hidden meanings are uncovered 

by relating otherwise discrete chunks of data to one another, and positioning these 

chunks in the context of human behaviour.3 

 

Underlying the cohesive visual structure, as portrayed in the lived sequences (page 111), is a 

logical and well-structured process that is repeatable and comprehendible, as evidenced in 

the application of this process to analyse multiple interior sites across Japan. The visually 

structured lived sequences highlight elements, themes, patterns and relationships visually 

and illustrate the process of insight development through the integration of abductive logic. 

Abductive logic – the systemised process of insight development – was founded by Charles 

S. Peirce. Peirce positioned abduction as a ‘knowledge extending means of inferencing that 

would be categorically distinct from the normal type of logical conclusions, namely deduction 

and induction.’4 According to Peirce, abduction is the adopting of a hypothesis as most 

probable under the circumstance. 

 

A hypothesis, then, has to be adopted, which is likely in itself, and renders the facts 

likely. This step of adopting a hypothesis as being suggested by the facts, is what I 

call abduction. I reckon it as a form of inference, however problematical the 

hypothesis may be held.5 

 

As argued by Perice, the logic of abductive reasoning is the discovery of an order that best 

fits the facts. It is not a (pure) reflection of reality or a reduction of reality, but a possible valid 

or fitting explanation that eliminates what is surprising about the facts revealed from analysis. 

‘Abduction can be thought of as the argument to the best explanation. It is the hypothesis 

that makes the most sense given observed phenomenon or data and based on prior 

                                                        
3 Ibid., 19. [own additions]  
4 Jo Reichertz, “Abduction: The Logic of Discovery of Grounded Theory,” Forum Qualitative Social Research 11, no. 1 
(2009), http://www.uni- due.de/kowi/JReichertz.html  
5 Charles. S. Peirce, The Essential Peirce: Selected Philosophical Writings, Volume 2 (Bloomington: Indiana University 
Press, 1998), 95. 
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experiences.’6 The outcome of abductive logic is a hypothesis that speculates that it is ‘as if’ 

something is occurring.7 The as if component may be related to pre-existing theories, for 

example, in this research, following analysis of the data, a hypothesis is generated that states 

that it is as if the rites of passage theory is occurring in these heightened ritual situations. 

Coding cycle one and two demonstrate the integration of an abductive approach in this 

research and the application of the analytic framework (page 120) illustrating the 

development of new ideas in an ordered and rule-governed way. Revealed is the 

identification of interrelationships between emerging concepts, themes and patterns. The 

outcome of the synthesis process is the generation of new insights and ideas that build 

theory, as discussed in-depth in Synthesis: Ritual and Interior Design Theories. 

 

 

  

                                                        
6 Jon Kolko, “Abductive Thinking and Sensemaking: The Drivers of Design Synthesis,” MIT’s Design Issues 26, no. 1 
(2010):20.  
7 Jo Reichertz, “Abduction: The Logic of Discovery of Grounded Theory,” Forum Qualitative Social Research 11, no. 1 
(2009), http://www.uni- due.de/kowi/JReichertz.html  
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CODING CYCLE ONE: ANALYSING THE LIVED SEQUENCES 

 

Data is analysed through an interior architectural spatial perspective, focusing on the 

physical, spatial and interior elements including spatial sequences, passages, boundaries, 

thresholds, enclosure, scale, form, lighting and materiality. By examining the lived sequences 

to capture the material reality of the interior (sequence one), the body’s performance of the 

ritual in the interior (sequence two) and the subjective, written descriptions that capture the 

body’s embodied experience of the interior (sequence three), these interior attributes were 

revealed and able to be related to the phases within the ritual investigated.  
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(Page 123): Insertion 5.1: Coding cycle one. James, 2013. 

(Page 124): Insertion 5.2: Coding cycle one. James, 2013. 

(Page 125): Insertion 5.3. Coding cycle three. James 2013 



A PROCESS OF INTERIORISATION! WITHIN-NESS! AFTERWARD-NESS!

A
 P

O
IN

T
 O

F
 S

E
P

A
R

A
T

IO
N
!

IS
O

L
A

T
IO

N
!

E
X

P
O

S
U

R
E
!

R
E

L
A

T
IO

N
S

H
IP
!

T
E

R
R

IT
O

R
Y

/G
R

O
U

N
D

IN
G
!

R
IS

IN
G

/ 
L

O
W

E
R

IN
G
!

IM
M

E
R

S
IO

N
/ 

E
M

P
T

IN
E

S
S

/ 
L

O
S

S
!

W
IT

H
IN

-N
E

S
S
!

P
R

E
S

E
N

C
E

/ 
A

W
A

R
E

N
E

S
S
!

R
IS

IN
G

 (
R

E
-B

IR
T

H
)!

R
E

T
U

R
N

 +
 R

E
-I

N
C

O
R

P
O

R
A

T
IO

N
!

A
F

T
E

R
W

A
R

D
-N

E
S

S
!

1ST DIMENSION!
BODY AND INTERIOR AS 
SEPARATE ENTITIES!

2ND DIMENSION!
BODY/INTERIOR: ACTIVE AND 
DIRECT PARTICIPATION (BODY IS 
IN RELATIONSHIP TO THE 
INTERIOR)!

3RD DIMENSION!
BODY-INTERIOR RELATIONSHIP 
(BODY BECOMES ‘PART OF’ THE 
INTERIOR/ SENSE OF LOSS OF 
BODY)!

4TH DIMENSION!
BODY-IN-INTERIOR 
(STATE OF IMMERSION, 
SENSE OF LOSS OF 
INTERIOR; THE BODY 
EXPERIENCES THE 
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CODING CYCLE TWO: CRITICAL ANALYSIS AND INTERRGOATION OF 

MOMENTS IN RITUAL 

 

The following pages document analysis of the identified moments in the ritual process that 

occurred and were experienced in the case study. These moments, which are embedded in 

the body’s lived experience of the ritual process, are critical points of disjuncture in the 

unfolding ritual sequence. The body transitioning through the interior experiences fleeting 

exchanges, which occur between the body and the interior, manifested in haptic, direct and 

bodily ways. Analysis has revealed that these moments arise due to shifts and changes in the 

interior that can be physical, sensorial and/ or material. The body’s experience of these 

momentary transactions in ritual can evoke emotional associations and responses thereby 

forging an immediate and intimate relationship between body and interior. The following 

insertions, comprised of extracted raw data from the performance-based sketchbooks kept 

over the duration of the case study, analyse the identified moments – the critical points of 

disjuncture – in the unfolding ritual sequence.  

 



 127 

 
Insertion 5.4: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

 

Insertion 6.2: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 

 



 128 

 

Insertion 5.5: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 

 

 

Insertion 6.3: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.6: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

 

Insertion 6.4: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.7: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

 

Insertion 6.5: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.8: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
  

 

 

Insertion 6.6: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.9: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 

 

 

Insertion 6.7: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.10: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 

 

 

Insertion 6.8: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.11: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

 

Insertion 6.9: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.12: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 

 

 

Insertion 6.10: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.13: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

  

 

 

Insertion 6.11: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.14: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

Insertion 6.12: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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Insertion 5.15: Coding cycle two: Critical analysis and interrogation of moments in ritual. 
Visual sketches, written descriptions and materials extracted from Hami James’s 
performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). James 2010. 
 

 

 

Insertion 6.13: Visual sketches, written descriptions and materials extracted from Hami 

James’s performance-based visual sketchbooks (visual sketchbooks 1, 2 and 3). 

James 2010. 
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GENERATION OF INSIGHTS: PATTERS AND THEMES ARISING FROM THE 
CASE STUDY  
 

The following section explores and articulates the spatial and interior architectural features as 

identified in relation to the ritual practices analysed in the case study. This discussion makes 

direct reference to the interior elements identified through the analysis of data collected 

across the various Japanese bathroom interior sites. Analysed are interior elements including; 

entrance transitions and transitional spaces; sequences, interplay of spaces and interior 

passages; thresholds and boundaries; sensorial and material elements (for example, touch, 

smell, temperature changes); sense of enclosure and changes in scale and form; and 

transparent boundaries and the interplay of darkness and light. The identification and analysis 

of these interior elements reveals how the ritual process is manifested through these interior 

elements. 

 

A point of separation and entrance transit ions 

In each of the rituals explored and analysed, there was a distinct moment and point of 

separation. This moment was marked by the physical separation of the body from one space 

to another, through a physical departure from one space or the crossing of a threshold into 

another space. Once this threshold was crossed the body moved through a passage—either 

a staircase or corridor—before arriving and entering the bathroom. Smith and Yamamoto 

write: ‘Entering a bath in Japan is to enter another world. They are places one enters with 

deliberation and anticipation.’8 Smith and Yamamoto explain the significance of the path to 

the bath: 

 

The traditional Japanese domestic bathroom was usually located at the end of a 

hallway or was sited in a structure entirely independent from the main house. One 

would be intensely aware of the carefully constructed garden views when walking to 

and from the bath, something considered an integral part of the bathing experience.9  

 

Although there were no garden views in the interiors I investigated, the ideas of passage and 

separation were experienced through the narrow, linear, transitional passages to the 

bathrooms. The photographs below illustrate these passages. 

 
                                                        
8 Bruce Smith and Yoshiko Yamamoto, The Japanese Bath (Salt Lake City: Gibbs Smith Publisher, 2001), 13. 
9 Ibid. 
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Images 5.16, 5.17, 5.18 and 5.19: Entrance transitions. James, 2010 

 

In each case, the physical point of separation was followed by an entrance transition. The 

entrance transition is ambiguous in nature, as it is both a movement towards something, as 

well as, a movement away from something. The entrance transition is a liminal, indeterminate 

space; the space evokes a sense of passing through, as opposed to the experience of being 

in stasis in space; this implies movement, distance and transition. In ritual, the body’s 

experience of being in transition is heightened, due primarily to the nature and purpose of 

ritual—the transition of the body from one bodily state to another. This experience of both 

physical and psychological transition is amplified and accentuated through the body’s 

experience and movement through these entrance transitional spaces.  

A 

B 
A 

B 

A 

B 

A 

B 
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An analysis of the interior in each case study revealed that these entrance transition spaces 

were often linear, direct and ‘passage-like’ facilitating a pathway (sometimes of considerable 

length and sometimes involving a change in levels) that not only amplified the body’s 

engagement and transition into ritual, but the body’s movement through these passages 

implied both a sense of directionality and a sense of distance, dislocation and isolation. 

 

 

Images 5.20 and 5.21: A point of separation and the movement into entrance transitions. 

James, 2013. 

 

Transit ional spaces 

After entering the bathroom, but before moving into the bathing space, the body occupies 

the datsuiba. This space acts as transitional space where the body undresses prior to the 

bath, and re-dresses after the bath.  

Like the engawa [the Japanese word for the interstitial space connecting exterior and 

interior spaces] the datsuiba provides a transitional space between the watery world 

of the bath and the dry world of the house. In contrast to the inner world of the 
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bathing area that is designed to be drenched with water, the datsuiba is kept dry and 

clean.10  

These transitional spaces evoke a feeling of procession, of process, and a movement both 

across and through space—a movement towards somewhere else. These spaces are 

occupied temporarily by the body. The linearity of the spaces is captured in the photographs 

below.  

 

Image 5.22 and 5.23: Transitional spaces. James, 2010 

 

Sequences, interplay of spaces, thresholds and boundaries 

Ordered patterns and sequences of space through multiple interior thresholds make possible 

the isolation and interplay of a series of distinct spaces. The ritual was manifested through 

these interior elements, as illustrated in the diagrams below. In each case studied, the ritual 

unfolded across multiple interior spaces, incorporating up to four different spaces in each 

ritual performance. The interplay of spaces, thresholds and boundaries, reveals that the 

interior, through physical and tangible dimensions, creates, spatially, the ritual process. The 

analysis reveals spaces of separation (passages and transitional spaces), liminal spaces 

(manifested through gaps and in-between spaces) and spaces of re-incorporation (the cyclical 

return of the body back through the same spaces). 

                                                        
10 Bruce Smith and Yoshiko Yamamoto, The Japanese Bath, 21. 



 143 

 

Image 5.24: Diagrammatic sequences of home stay one. James 2010 

 

Image 5.25: Diagrammatic sequences of home stay two. James 2010 

 

 

Image 5.26: Diagrammatic sequences of home stay three. James 2010 
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We are always on the periphery, or at the edge of the ‘exterior’ and ‘interior’ in these rituals, 

because the thresholds that mark these distinctions are constantly changing throughout the 

sequence. That is, our physical sense of ‘interior’ shifts and keeps evolving as we move 

through the interplay of spaces; consequently our psychological sense of interiority seems to 

deepen as we transition through the spaces. In the illustrations below, I have attempted to 

illustrate the ambiguity of interiority as it was expressed in ritual.  

 

 

Image 5.27: Exterior/Interior. Home stay one. James 2010. 

 

Image 5.28: Exterior/Interior. Home stay one. James 2010. 

 

Image 5.29: Exterior/Interior. Home stay one. James 2010. 

 

Significantly, the analysis of these interior spaces in relation to ritual raised pertinent 

questions about the role of thresholds and boundaries in the interior. In ritual, thresholds are 

considered in two ways: as ‘a corridor almost, or a tunnel which may, indeed, become a 

pilgrim’s road or passing from dynamics to statics’;11 as well as a singular, physical entity, such 

as a door, portal, gate, beam, or wall. ‘The portal which symbolises a taboo against entering 

                                                        
11 Victor Turner, “Variations on a theme of liminality,” in Secular Ritual, ed. Sally F.Moore and Barbara G. Myerhoff 
(Amsterdam: Van Gorcum, 1977), 37. 
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becomes the postern of the ramparts, the gate in the walls of the city quarter, the door of the 

house’;12 the door is the boundary between the foreign and domestic worlds, therefore to 

cross the threshold is to unite oneself with a new world. 13 

 

The threshold, as a passing or as a physical entity, implies a physical confrontation between 

the body and the interior. Thresholds and boundaries demarcate, define and segregate 

spaces in the interior. This not only raises questions about what thresholds and boundaries 

segregate, but the presence of a threshold and boundary amplifies that which is beyond or 

after the boundary; that which is protected by the presence of a boundary. Of significance 

then is not the boundary itself, but the crossing and traversing of the boundary, and the 

entering into the space beyond the boundary. The cases studied revealed an interplay and 

multiplicity of spaces and the body’s traversing of multiple thresholds and several interior 

boundaries, heightening the body’s experience of transition in both ritual and the interior 

simultaneously. 

 

Narrative patterns 

The interior creates a narrative that the body can easily identify with, connect to, and grasp, 

primarily because the narrative pattern of separation, liminality and re-incorporation is at the 

root of all ritual situations.  A major insight from this research has revealed that the interior 

not only physically creates a narrative through an interplay of a series of spaces, but the 

interior corresponds to the ritual phases as first theorised by Arnold van Gennep in his Rites 

of Passage Theory and Victor Turner in his Theory of Liminality. The interior spaces involved in 

the ritual heighten particular themes of: separation (including sub-themes of detachment, 

removal, cleansing and destruction); liminality (including sub-themes of ambiguity, lowliness, 

sacredness, paradox—for example, experience of life and death simultaneously, and 

homogeneity); and re-incorporation (including sub-themes of return, change, alteration and 

transformation). This research thus reveals how the interior plays a fundamental role in the 

structuring of ritual experience through the interplay of interior elements that physically 

order, and are analogous to, phases of the ritual process, as diagrammed below: 

 

                                                        
12 Arnold van Gennep, The Rites of Passage (Chicago: The University of Chicago Press, 1960), 20. 
13 Ibid. 
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Images 5.30, 5.31 and 5.32: Interior spaces: separation spaces, liminal spaces and spaces of 

re-incorporation (top to bottom: homestay one, home stay two and home stay three). James, 

2013. 

 

Sensorial changes (touch, smell ,  temperature) 

The materiality of the interiors studied revealed heightened haptic encounters between body 

and interior and the heightened presence of sensorial elements including smell and 

temperature. Accentuated experiences of hapticity and a heightening of olfaction and 

thermoception dimensions in ritual—as opposed to the usually dominant senses of vision and 

sound—evoked an innate sensitivity to interior qualities, including textures, surfaces and 

atmospheric qualities. For example, in one of the cases studied, all the walls and ceilings 

were constructed from Japanese Hinoki wood, which is a highly fragrant type of cedar wood. 

The bath was infused with orange blossom fragrance each night and together with the smell 
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of the hinoki wood interior and the steam rising from the bath, that seemed to distribute the 

scent throughout the enclosed interior, the mix of smells was almost palpable. 

 

The heightened presence of smell and temperature created tangible experiences of 

atmosphere; moments where the mixture of smells and changes in temperature—for 

example, the changing experience of coldness to warmth—could be felt intensely and subtly 

on, within and through the body. Pictured, below, are some of the materials and surfaces 

used in the Japanese bathroom interior.  

 

 

Image set 5.33: Interior materials. James, 2010. 

 

Shift ing experiences of enclosure: changes in scale and form 

As the body became more and more exposed in ritual, the body simultaneously experienced 

an increasing sense of enclosure in the interior. This revealed that the interior played a dual 

role in both exposing and simultaneously enclosing the body.  The changing scale and forms 

within the different sequences of spaces have been conceptually illustrated in the diagrams 

below.  

 

Image 5.34: Shifting interior form and scale. Home stay one. James 2010 
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Image 5.35: Shifting interior form and scale. Home stay one. James 2010. 

 

Image 5.36: Shifting interior form and scale. Home stay one. James 2010. 

 

Transparent boundaries and the interplay of darkness and l ight. 
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Image set 5.37: The lure of light. James, 2010. 

 

The Japanese cleaning ritual, performed at night time, adds another dimension to the body’s 

experience of ritual through the interplay of spaces of darkness and light. The physical 

thresholds—the sliding doors between spaces—are transparent and opaque, allowing the 

brightly lit interior behind the threshold to lure the occupant towards it. These transparent 

boundaries are captured in the photographs above. In each of the cases studied, there was 

an interplay of darkness and light through shifting intensities of light, as opposed to the 

uniformity of light within interior spaces. The changing dynamics of light amplified the body’s 

experience of moving between and into new spaces.  

 

The time of day that the ritual occurs also heightens the body’s experience of ritual. The 

timing of the ritual at the end of the day rather than at the beginning increases the subject’s 

anticipation, for the ritual is built up over the course of the day. Further, the bath usually 

occurs before sleep. so the ritual acts as a transitional rite marking the end of the day and the 

body’s final passage towards sleep. In this sense, the ritual carries both a heightened sense of 

separation (a separation between day and night) and a sense of in-between-ness (a 

transitional ritual that psychologically prepares the subject for a bodily state of calm and 

relaxation). 
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SUMMARY: THE INTERIOR DIMENSION OF THE RITUAL PROCESS 
 

Through the case study and analysis it is revealed that it is as if the Rites of Passage Theory 

and Theory of Liminality are occurring in these heightened ritual situations. This is made 

evident through the critical analysis of the body’s lived experience of ritual across multiple 

interior sites in Japan and through the identification of themes, patterns and relationships. 

The outcome of the analysis and interrogation of the Japanese cleansing ritual across 

multiple interior sites, has enabled elements of ritual and the interior to be revealed that have 

not been theorised in relation to one another. The case study and analysis revealed the 

interior as a manifestation of ritual and embodying ritual phases of separation, liminality and 

re- incorporation. The analysis further revealed how the ritual process is constituted from 

interior elements including entrance transitions, boundaries, thresholds, transition spaces, 

passages, sequences of spaces and other elements (refer to pages 144-155). Responding to 

the research proposition – the hypothesised connection between ritual and the interior – the 

case study and analysis revealed how the interior amplifies, is part of and is a manifestation of 

ritual. 
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SYNTHESIS 

RITUAL AND INTERIOR DESIGN THEORIES 

 

 

This chapter focuses on the development of new theories that have emerged from a body of 

scholarly and creative work and that directly build from the analysis of data. The development 

of new theories in this research has only been made possible with the inclusion of the case 

study and analysis. Without the case study and analysis these new insights and ideas would 

not have been evident, as it is only through the application of new frameworks – developed in 

this thesis – and the interrogation of data through multiple dimensions, including the interior 

dimension of ritual, that new ideas have emerged and new theories been developed. 

 

The Conditions of Interiority Theory and Theory of Moments sections explain the extension of 

ritual theory through enriched and developed ideas of ritual generated from the case study 

and analysis. These new ideas and insights challenge existing conceptions of rituals through 

the extension and advancement of our understanding of ritual. According to Kevin Corley 

and Dennis Gioia, this process of theory building, ‘emphasises notions of advancing 

knowledge and moving the field’s thinking forward, providing new connections among 

previous concepts, and exploring the practical implications of these connections.1 
David 

Whetten suggests that new theoretical insights can come from the addition of new variables 

that may significantly alter our understanding of a situation or phenomenon.2 In this research 

the outcome is the development of new theoretical insights on ritual through interior 

dimensions that have resulted in a critical redirection of existing perspectives on ritual theory.  

 

The Body-interior Dimensions Theory, developed in this research, demonstrates a theoretical 

contribution to the discipline of Interior Architecture through the development and 

integration of new concepts on the interior (interior conditions, moments and dimensions) – 

made possible by the renewed and reframed emphasis on the interior dimension of ritual. 

This theory contribution demonstrates how this research offers original insight into the 

phenomena of ritual situations by advancing knowledge of ritual through the integration of 

                                                        
1 Kevin Corley and Dennis Gioia, “Building theory about theory building: what constitutes a theoretical contribution,” 
Academy of Management Review 36, no. 1 (2011): 15. 
2 David Whetten, “What constitutes a theoretical contribution?” Academy of Management Review 14, no. 4 (1989): 
493. 
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new dimensions including the interior, physical, bodily, and experiential dimensions of ritual. 

When these insights are integrated, ritual can now be understood and described in a new 

way; that is, through the lens of the interior. 

 

The Body-interior Transactions Theory involves three critical components: conditions, 

moments and dimensions. The theory implies two types of transactions occur in heightened 

ritual situations: (1) a structured narrative transaction consisting of three conditions; and (2) a 

series of moments, manifested through shifting relations between body and interior. The 

integration of these two types of transactions constructs different body-interior dimensions 

that are experienced and embodied in ritual. These theoretical concepts—conditions, 

moments and dimensions—reveal new understandings of ritual through the integration of the 

interior dimension, thereby enriching and expanding existing conceptions of ritual. 

 

 

THEORISING THE FINDINGS: THE INTERIOR REDEFINED 

 

The Conditions of Interiority Theory 

The Conditions of Interiority Theory developed in this research extends Arnold van Gennep’s 

Rites of Passage Theory and Victor Turner’s Theory of Liminality, which explain how bodies 

engaged in ritual transition through three sequential phases: separation (pre-liminal 

conditions), liminality, and re-incorporation (post-liminal conditions). Analysis of this existing 

pattern of ritual through the integration of interior perspectives reveals alternative 

understandings of ritual and new ways of describing the ritual process through three 

conditions of interiority: interiorisation, within-ness and afterward-ness.  

 

The Conditions of Interiority Theory proposes that bodies experience the ritual process 

through sequentially structured interior conditions, similar to the pre-liminal, liminal, and 

post-liminal conditions first theorised by van Gennep and Turner. The sequence of conditions 

has been diagrammed below. 
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SEPARATION 

(pre-liminal conditions) 

 

 

LIMINALITY 

 

 

RE-INCORPORATION 

(post-liminal conditions) 

 

Image 6.0: Existing theoretical pattern. James 2013. 

 

 

PROCESS OF 

INTERIORISATION 

(the experience of 

engaging into the 

interior) 

 

WITHIN-NESS 

(the experience of ‘being-

in’ and deeply immersed 

in the interior) 

AFTERWARD-NESS 

(the experience of 

returning out of the 

interior) 

Image 6.1: Pattern arising from the case studies. James 2013. 

This pattern is the basis for The Conditions of Interiority Theory.  

 

An explanation of The Conditions of Interiority Theory is best explained in conjunction with 

the existing ritual theories explored in this thesis (these were discussed at length in 

Introduction: Ritual and Spatial Discourses). Therefore, synthesised in the table below, are 

theoretical descriptions of ritual, demonstrating existing theories (The Rites of Passage 

Theory) and new theories (The Conditions of Interiority Theory). The table maps the 

development and extension of existing knowledge on ritual and the production of new 

knowledge on ritual through interior perspectives. 

 

 Existing knowledge  New knowledge 

 Van Gennep’s Rites of 

Passage Theory demonstrated 

a universal tripartite pattern 

embodied and expressed in 

ritual performances. The 

tripartite pattern included 

three sequential stages: 

 

COMMON RITUAL 

PATTERN: 

The Conditions of Interiority 

Theory, developed in this 

thesis, explains how bodies 

occupy interiors by engaging 

into ritual processes. These 

processes are divided into 

three sequential conditions: 

D e s c r i p t i o n In the first stage the body is SEPARATION Process of Interiorisation. 
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separated from a previous 

position and experiences a 

sense of loss of old identity. 

The body may be subjected to 

purification or cleansing rituals 

(for example, the person may 

be bathed, washed, clothes 

removed, any material form of 

identity, rank, class, insignia 

may be removed). 

In the first condition of 

interiority the body is 

separated from a previous 

position. This point of 

separation is often followed 

by a transition through a 

passage, hallway or staircase, 

amplifying the body’s 

experience of distance and 

isolation from the family unit. 

The entrance transition is 

marked by the body’s 

confrontation with a physical 

threshold (usually a door or 

partition) that marks the point 

of entrance into a new space. 

The encounter of the 

threshold marks the body’s 

engagement into ritual.  

 

Once the body crosses this 

threshold it is subjected to 

acts of separation, 

destruction, cleansing and 

removal. The body may cross 

other thresholds and enter 

new spaces as part of this 

process.  

 

In the second stage, often 

referred to as the transition 

stage, the body is held in a 

liminal, in-between, 

ambiguous space, that is 

usually associated with themes 

of gestation (evoking themes 

of life and death), union, 

proximity and enclosure. 

LIMINALITY 

‘Within-ness’ 

In the second condition of 

interiority the body is 

completely secluded and 

immersed in ritual. This sense 

of immersion is amplified 

through experiences of 

intimacy, immediacy, 

enclosure, union, proximity 

and connectedness with the 

interior. This may be 

heightened through changes 

in scale and form of the 

interior towards a more 

‘enclosed’ and ‘contained’ 
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space, and may be amplified 

through sensorial and material 

elements including textures, 

surfaces, smells and taste. 

 

In this second condition the 

body may experience a sense 

of interiority within the body, 

a turning inwards to the core 

of the body, which may also 

be accompanied with a sense 

of momentary loss of the 

body and the interior. 

 

In the third and final stage the 

body may experience a sense 

of re-birth through the body’s 

experience of a new sense of 

self. The body, changed and 

altered from its experience, is 

returned or re-united back to 

a previous position.  

RE-

INCORPORATION 

‘Afterward-ness’ 

In the third condition of 

interiority the body 

experiences a sense of 

change and alteration that is 

marked by a gesture of re-

birth across, through, or the 

crossing over of a threshold. 

This may be followed by the 

body’s transition through a 

passage of return back 

through the interior, where 

the body is returned to a 

previous position and/or re-

united with the family unit.  

Interior elements, such as 

thresholds, spatial 

boundaries, passages, 

corridors and staircases, 

facilitate a bodily experience 

of physical transition, 

movement and passage.  The 

physical crossing of spatial 

thresholds back through the 

interior marks the end of the 

ritual and the return of the 

body to a previous position 

where the body is changed 

both physically and 
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psychologically through the 

body’s engagement in ritual. 

 

Table 6.2: Development of new theories through the extension of Arnold van Gennep’s Rites 

of Passage Theory. James 2013  

 

 

Theory of Moments 

Through ritual processes, the body becomes engaged in an intimate dialogue with the 

interior. The body intimately and immediately experiences particular body-interior relations 

manifested through momentary and fleeting transactions. The nature of these transactions 

can be bodily, through physical interaction or sensorial encounters, or cognitive, through 

perception and intellectual understanding. These transactions may be felt subtly or intensely 

through, within and/or outside the body. The transaction may evoke emotional or embodied 

cognitive responses, immediate shifts in understanding of the body, the interior, or the body 

in momentary relationship with the interior; or the transaction may evoke a sense of physical 

interaction and participation through touch, taste, smell, sound and/or vision.  

 

The ritual is made explicit through fleeting moments, where the body is forced to engage 

with the interior. Forced into a dialogue corporeally and cognitively, the body is drawn into 

the interior visually, sensorially and/or intellectually. These moments have a sense of 

immediacy, intimacy and presence, and thereby, when experienced, generate 

understandings of what an interior is and the body’s relationship and experience of interiority. 

The case studies revealed moments that may occur, or have the potential to occur, during 

ritual.3 Significantly the moments, described below, reveal something about the body and the 

interior underlying every exchange. The moments reveal a barely repressed ‘human-ness’ 

underlying every exchange;4 for example, the moments reveal an instinctual human need and 

desire for moments of proximity, exchange, touch, connectedness, and union. 

                                                        
3 For a detailed description of these moments as revealed in the Japanese case study, please refer to page 162-174, 
where I explain the identification of twelve potential moments that occurred during the Japanese cleansing ritual. 
4 For example, smells, textures and haptic encounters in the interior can evoke and generate instinctual responses; 
the body can't help but be affected, respond to, or be influenced by something. These moments, manifested in the 
intimate relationship between body and interior, potentially create emotional reactions and embodied connections. 
The embodied connection can be either be physical or emotional. For example, the connection can be experienced 
as a human desire to feel physically and emotionally connected to, in relationship with, or as a part of something 
revealing a human desire for proximity, union, engagement, interaction and exchange. Or the moment may evoke an 
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To help illustrate The Theory of Moments, I have integrated elements of the photographic-

documentation recorded during fieldwork (refer to page 162, Punctums). This representation 

technique is inspired by Roland Barthes’s vision of the role of photographs.5  Barthes’s 

concept of the punctum is relevant to representation of these ritual moments in three ways: 

(1) the photograph captures and is a visual representation of a moment, an experience, and a 

sensation that occurred for me, as the researcher, whilst engaged in ritual; (2) the punctum 

offers an alternative language to the written medium that captures, documents, and evokes 

an aspect, a ‘sliver’, a ‘fragment’, a ‘poignant moment’ within the experience of the ritual. 

Although the punctum offers an alternative language to the written medium, it can be used 

alongside and in conjunction with written descriptions, particularly when serving the purposes 

of interpretation and representation of ideas; (3) the punctum helps to illustrate, through 

visual representation, an aspect of ritual that is un-describable and beyond the written 

medium. As these puncta are my interpretation of these moments, I therefore invite the 

reader to look at the images for themselves, to read these images in relationship to the 

written descriptions provided, and find in the photographs their own punctum.  

                                                                                                                                                               
emotional and cognitive connection; that is, something is evoked within us. For example, a primordial or instinctive 
connection, a return to nature, a child-like response, and/ or a sense of arousal or sense of pleasure.  
5 This was first discussed on page 68.  
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A point of separation

The body physically separates and 
detaches itself from an interior space. This 
point of separation may occur in the 
crossing of a boundary between the 
exterior and the interior or the separation 
of the body from one interior space to 
another. This point marks the beginning of 
the body’s engagement into ritual and is 
followed by the body’s physical movement 
through the ritual’s entrance transition; 
transitional spaces such as interior 
hallways, corridors, passageways or 
staircases. The significance of these 
transitional spaces evokes a sense of 
distance and direction, amplifying the 
body’s experience of being in transition in 
the interior; simultaneously a movement 
towards something and a distancing away 
from something. A feeling of transition and 
change is evoked and heightened by the 
linear and directional nature of these 
transitional spaces.

The transitional space not only facilitates 
physical transition into ritual, but it serves 
to connect disparate spaces. The body 
moves through and between this 
transitional space which is ambiguous 
because it is both a movement away from, 
and a passage towards, another space. A 
departure, yet also a beginning.

���



 

 159 

 

A moment of isolation

The body encounters and crosses the 
primary threshold, marked by a physical 
element such as a door or entranceway. 
Once entered, the door is closed and the 
body is now physically and psychologically 
isolated and secluded. The body occupies 
a new interior space.

���
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Exposure 

The body, occupying this interior space, 
may be subjected to a series of separation 
acts, including acts of removal, 
destruction, and preparatory activities 
marked by a physical stripping-down 
process in an attempt to remove past or 
old identities. In this transitory space the 
body experiences a sense of exposure 
and sensitivity heightened by its 
awareness to sensorial elements including 
touch, surfaces and temperature.

���
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Relationship

The body subjected to a series of 
separation and preparation acts, 
establishes a relationship with the interior, 
through an engagement in activity and 
through a sense of proximity to the interior. 
The body, now prepared, crosses the 
threshold into another interior space.

���
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A moment of connection and grounding

Once the body has crossed the threshold 
into the new interior space, the body 
engages in an act of grounding, or making 
connection with the new space by 
claiming a sense of territory through the 
occupation of a particular area in the 
space. The body occupies this space by 
engaging in acts of cleansing or 
purification acts that seek to cleanse the 
body by removing dirt. The changes in 
scale from the last interior space to this 
new space create an awareness and a 
heightened sense of the body occupying 
the space. 

���
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Rising and lowering

In this moment the body transitions into 
yet another interior; this may not involve a 
physical change in interior rooms, but the 
body, either by an act of rising and 
lowering, or the movement from the 
periphery to the centre of the interior, 
occupies an intimate interior enclosure. 

���
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Immersion, emptiness, loss

Intimately enclosed in the interior, intensely 
connected and deeply engaged in the 
ritual, the body, in a heightened state of 
immersion, potentially experiences a 
moment of loss. A moment that arises due 
to the body’s deep immersion in ritual.

���
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‘Within-ness’

A moment occurs in the ritual where, 
simultaneously, both the body and the 
interior are momentarily lost. The moment 
occurs, yet it is impossible to describe the 
experience. It is as through the body 
completely turns inwards, to the core of 
self, so that the physical dimension of the 
body (muscle, bone, flesh), and the interior 
in which it occupies (the surfaces, forms, 
materiality) are temporarily, momentarily 
and instantaneously lost. 

���
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Presence

The climax of ritual, the moment of within-
ness, where the body experiences a sense 
of complete loss of self and environment, 
is ruptured by a moment of presence, 
where the body, previously lost in the 
moment, experiences a moment of 
awareness and presence. This moment, 
might be triggered, as an example, by the 
body’s haptic contact with the interior 
through the sense of touch.

���
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Rising and re-birth

The body, altered by its deep immersion in 
ritual, rises, and is metaphorically re-born. 
Embodying a new and altered state, the 
body physically crosses back across 
thresholds and transitions, returning back 
through the interior spaces in which it had 
previously transitioned through. 

���
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Return and re-incorporation

Emphasising the return of the body to a 
previous space, the body is subjected to 
acts that signify the end of the ritual. These 
may include the re-dressing of the body in 
clean clothes or the washing of objects 
used in the ritual. Once these acts are 
completed the body crosses the threshold 
back into the transitory passage where it 
physically returns back to a previous 
interior space.

���
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INSERTION 6.3: Punctums. James, 2013. 

 

Afterward-ness

In the afterward-ness of ritual, the body, 
temporarily altered by its engagement in 
ritual, may come to understand, reflect 
and make sense of the ritual. It is not until 
the ritual is complete, and the body is 
separated from the situation, that it may 
attempt to grasp the experience of ritual, 
not in its totality, but through the body’s 
recall of the series of intimate and 
immediate moments it experienced as part 
of the ritual. These are recalled as 
fragments, as fleeting images and as 
poignant moments. 

���
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Body-Interior Dimensions Theory 

The Body-Interior Dimensions Theory reveals how body-interior relations are embedded in 

ritual. An explanation of this theory demonstrates how the integration of ritual brings new 

ways of looking at body-interior relations, which have previously been discussed in existing 

bodies of literature as Person-Environment Relations (PER theories).6 This theory expands on 

PER theories by revealing how the body, engaged in ritual, may sequentially experience up to 

five different dimensions. The fifth dimension, only experienced in heightened ritual 

situations, demonstrates an extension on PER theories that has not been discussed in the 

literature to date. 

The following section outlines the manifestations of interiority as experienced and lived in the 

ritual process. These manifestations reveal how the body’s sense of interiority, both physically 

and psychologically, changes during ritual. Demonstrated in each of the dimensions, below, 

is how the ritual alters the body-interior relationship.  

 

First dimension 

The ritual process involves a preliminary phase of separation, where the body is both 

physically and psychologically separated and detached from an existing space. This 

separation phase is critical in two ways. Firstly, it marks the beginning of the body’s 

engagement in ritual, and secondly, it facilitates a bodily experience of a distinct ‘break’ 

between one space and other, via a transitional space or territorial passage. 7  These 

transitional spaces and passages heighten the body’s engagement in ritual through the 

physical movement of the body through the passage, amplifying the sense of separation and 

distance from the body’s previous position. Because of this physical separation and transition, 

the body may perceive itself as separated from the interior, in a transitional passage, moving 

away from one space and yet, not yet in another space. The relationship between the interior 

and the body may, at this particular phase of the ritual and in the first dimension, be 

perceived as separated.  

 

                                                        
6 There is a significant body of work that explores the relationship between the person (body) and the environment 
(interior). To summarise briefly here, four major perspectives on the person and environment relationship have been 
recognised. These include: (1) person and environment as separate entities; (2) person and environment in 
relationship (as interdependent and/ or reciprocal entities); (3) person-environment (as holistic); and (4) person-in-
environment (person in dynamic transition and transaction with environment).  
7 The term territorial passage was coined by van Gennep. This concept was previously discussed on page 32. 
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Second dimension 

The body’s engagement in ritual puts the body into a relationship with the interior. Through a 

series of ritual acts the body is not only actively engaged and directly participating in ritual, 

but through its participation is constantly interacting or relating to the interior in multiple 

ways. In the second dimension, these may include physical connection (moments of touch) 

through physical interaction (for example, through the opening and closing of thresholds), 

and through bodily engagement (for example, the movement of the body across thresholds 

or the grounding of the body on objects or the floor). These moments facilitate reciprocal 

relationships between the body and the interior. 

 

Third dimension 

Through ritual the body is put into an unfolding dialogue with the interior. When the body 

becomes deeply immersed in the ritual, the body and interior establish a holistic relationship 

where neither body nor interior can be understood as separate entities. This may occur 

because the body comes in such close proximity to the interior and interior elements that 

experiences of union and connectedness may arise. In this third dimension, the body may 

experience itself as part of the interior, through either an assimiliation with the interior (the 

connecting of the animate [body] with the inanimate [the interior]) or through the body’s 

deep and intense absorption in ritual activity, that the body loses a sense of itself in the 

interior. The body, lost in the moment, experiences itself as a part of the interior, not as a 

distinct entity from the interior.   

 

Fourth dimension 

The fourth dimension of body-interior relations occurs in the liminal phase of rituals. In this 

ritual phase, the body is completely immersed in ritual, and may have already experienced 

moments where the body loses a sense of self-consciousness, and acting with total 

involvement, experiences itself as part of the interior environment. The fourth dimension 

occurs when the body momentarily experiences a sense of loss of the interior; the body 

experiences the interior without conscious recognition of its presence. This occurs in the ritual 

process when the body experiences an intense turning inwards to the core of the body; a 

momentary return to self through a complete process of interiorisation. External factors, or 



 

 172 

those elements external to the body, momentarily, no longer exist. The process of 

interorisation in ritual leads to a potential fifth dimension.  

 

Fifth dimension 

In heightened ritual experiences there is the potential for a fifth dimension of body-interior 

relations to occur. This occurs when the body, deeply engrossed in a heightened ritual state 

of immersion (similar to that of trance or hypnosis), reaches a secondary state of immersion, 

where the body may experience a momentary sense of loss of the body and interior 

simultanesouly. This state is a moment of pure ‘withinin-ness’; a state or experience of 

interiority so intensely felt that the body and interior are simultaneously lost in the moment. 

As well as this, one’s sense of time is completely lost in this moment. This moment signifies a 

complete interpenetration of self. The body, in complete union with the interior, experiences 

a moment that is beyond words or linguistic description. However, this moment occurs, and is 

deeply and intensely felt through and within the body. It is, perhaps, the most intense 

experience of interiority capable of being experienced by the body engaged in ritual.  

 

 

SUMMARY: CONDITIONS, MOMENTS AND DIMENSIONS 

 

The three major elements—conditions, moments, and dimensions—that constitute The 

Body-Interiors Transactions Theory have been integrated and summarised in the table below. 

Conditions of 

Interiority (structured 

narrative transaction) 

Theory of moments Body-Interior 

Dimensions Theory 

Description (different 

experiences of 

interiority) 

PROCESS OF 

ENGAGING IN 

Process of 

interiorisation 

1. Separation 1st dimension Body and Interior 

understood as 

separate entities. 

2. Isolation 

3. Exposure 

4. Relationship 2nd dimension Body/ Interior 

active/direct 

participation (body is 

in relationship to the 

interior). 

5. Connection/ 3rd dimension Body-Interior 
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territory/ 

grounding 

relationship (body 

becomes ‘part of’ the 

interior/sense of loss 

of body). 

6. Rising/ 

lowering 

  

BEING-IN 

Experience of ‘within-

ness’  

7. Emptiness/ 

loss/ 

immersion 

4th dimension Body-in-Interior (state 

of immersion, sense 

of loss of the interior; 

the body experiences 

the interior without 

conscious recognition 

of its presence). 

8. ‘Within-ness’ 5th dimension Body-in-Interior 

(secondary state of 

immersion, sense of 

loss of Body and 

Interior 

simultaneously) 

* “Within-ness”: a 

state or experience of 

interiority so intensely 

felt that the body and 

interior are 

simultaneously lost 

temporarily in the 

moment. One’s sense 

of time is altered and 

something is evoked 

within the body; an 

interpenetration of 

self to a point that it 

eludes language or 

description. 

PROCESS OF 

RETURN 

Experience of 

temporal alteration 

and an experience of 

‘afterward-ness’  

9. Presence/ 

awareness 

3rd dimension Body-Interior 

relationship (body 

becomes ‘part of’ the 

interior/ sense of loss 

of body). 

10. Rising/ re-birth   

11. Return and re-

incorporation 

2nd dimension Body/Interior 

active/direct 

participation (body is 

in relationship to the 
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interior). 

12. ‘Afterward-ness’ 1st dimension Body and Interior 

understood as 

separate entities. 

Table 6.4: The Body-Interior Transactions Theory. James, 2013. 

 

VARIATIONS OF INTERIOR SITUATIONS 

 

A significant insight generated from this research reveals that the interiors—those 

documented and analysed as part of the fieldwork case studies—were consistently structured 

around a common thematic structure consisting of three major phases; a process of 

engaging-into (process of interiorisation), being-in (‘within-ness’) and a process of return 

(‘afterward-ness’). The identification of this common pattern has led to a further research 

hypothesis that speculates that variations of this pattern are manifested and embodied in 

different interior contexts producing different kinds of occupation and everyday experiences.  

Due to time and scope constraints, extended consideration of new research hypotheses 

cannot be investigated as part of this thesis, but could lead to future research avenues. These 

hypotheses arise from a speculation that the interior can potentially create, structure and 

condition multiple ‘variations’ of heightened interior situations. These variations and 

configurations could be seen as ‘evolutions’ of the Conditions of Interiority Theory, leading to 

new investigations on the role and influence of the interior in the creation of these particular 

variations of situations within alternative interior contexts. Do variations and evolutions of this 

pattern exist in varying types of interior contexts? Can analyses of interior situations occurring 

in these interior contexts reveal new kinds of occupation in interiors?  

 

Generation of new hypotheses: alternative application of theory and potential 

avenues for future research 

The generation of new research hypotheses extends from the hypotheses first generated in 

this thesis. The hypotheses established were: (1) that the ritual process occurs, and can be 

identified as occurring, in heightened, ‘real world’ ritual situations, and (2) the liminal phase 

occurs in heightened ritual situations in cultural contexts. Developing the evidence that these 

processes and phases are occurring, could particular variations or evolutions be identified as 
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occurring in particular types of interior contexts, and could these hypothetical speculations 

inform the design and creation of various interior situations in specific interior contexts? To 

illustrate this, I will briefly consider two possible hypothetical scenarios that demonstrate how 

the theory developed in this thesis can be applied to new interior contexts. The alternative 

types of occupation I have considered include children’s occupation of paediatric hospices 

and hospitals and military occupation.8   

 

Interior situations: evolving configurations 

Hypothetical speculation one: “the extended liminal situation” for children occupying 

paediatric hospice and hospital contexts. 

Existing configuration of interior situation as revealed in this research: 

 

PROCESS OF 

INTERIORISATION 

(the experience of engaging 

into the interior) 

 

WITHIN-NESS 

(the experience of ‘being-in’ 

and deeply immersed in the 

interior) 

AFTERWARD-NESS 

(the experience of returning out 

of the interior) 

 

Potential variation of configuration: 

SEPARATION/ 

DETACHMENT 
EXTENDED LIMINAL PHASE RETURN 

Process of 

interiorisation 
Within-ness 

Afterward-

ness 

Image 6.5 and 6.6: Ritual configurations. James 2013. 

 

 

This configuration, as diagrammed above, may create a heightened experience for children 

by physically and psychologically engaging them in a ‘narrative story’ within the interior, 

                                                        
8 I selected children’s occupation of hospices and hospitals because of my speculation about the role of the interior 
in facilitating interior situations for children that evoke imagination, escape, creativity and play. The military examples 
were selected primarily because of a ‘hunch’ I have about military practices and rituals as being highly regimented, 
ordered and structured interior situations. These are two areas of research that I have always been intrigued by and 
the inclusion of these two types of situations in this thesis, albeit brief, highlights potential areas and pathways for 
further research.  
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consisting of a beginning, middle and end. This highlights how the interior could facilitate an 

extended and amplified immersion in the liminal phase. The interior could potentially guide 

children through transitional passages and sequences of interior spaces, into ‘imaginary, 

liminal worlds’, where liminal attributes including imagination, play, creation, escapism and 

immersion could be amplified through the integration of interior elements including textures, 

colours, forms, scale and lighting that play with children’s perception and cognition of the 

interior. The liminal phase could create ‘other’ worlds for children to temporarily and 

imaginatively occupy, and the child’s engagement in the situation could facilitate a temporal 

escape from reality.  

 

Hypothetical speculation two: “the regimented and constrained situation” for soldier’s 

occupation of military contexts. 

Existing configuration of ritual situation as revealed in this research: 

 

PROCESS OF 

INTERIORISATION 

(the experience of 

engaging into the 

interior) 

 

WITHIN-NESS 

(the experience of ‘being-

in’ and deeply immersed 

in the interior) 

AFTERWARD-NESS 

(the experience of 

returning out of the 

interior) 

 

Potential variation of configuration: 

ENGAGEMENT 

IN 
COMMUNITAS 

RE-

INCORPORATION 

Process of 

interiorisation 
Within-ness Afterward-ness 

Image 6.7 and 6.8: Ritual configurations. James 2013. 

 

The hypothetical configuration, above, if manifested in the interior, could potentially create a 

highly structured situation, where the interior could facilitate and structure a regimented, 
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efficient and effective experience of everyday ritual situations. This variation could produce a 

structured and regimented engagement in ritual, a limited liminal phase, and an effective re-

incorporation out of ritual. This could potentially be achieved through the interior and 

specific interior elements, including the use of direct entrance transitions, thresholds, forms, 

direction, and a distinct transition through interior space.  

 

The limited liminal phase would help eradicate ambiguity, social ambivalence, and potential 

acts of resistance, disorder and anti-structure. In this phase, particular liminal attributes could 

be emphasised, including Turner’s concept of communitas,10 which, when experienced in 

ritual, creates intensified experiences of comradeship and homogeneity for those 

participating collectively in the ritual. Further, Turner speculated that experiences of 

communitas, occurring in the liminal phase of rituals, amplifies connectedness to ‘the 

collective’ above and beyond the individual,11 thus the ritual situation functions to maintain 

and enforce collective power and authority, the maintenance of the social system and the 

particular ideologies of that system (for example, ideas of order, discipline, control). The 

conditioning of these types of situations by the way interior is structured in these particular 

contexts, would exemplify the significant role and influence of the interior in accentuating 

rituals.  

 

 

THE SIGNIFICANT ROLE OF THE INTERIOR 

 

The interior not only plays a significant role in creating heightened and meaningful ritual 

experiences, but further influences and conditions the nature of everyday existence. Interior 

Architects must be acutely aware that the way we design, and what we design, have 

significant consequences. Every time we design, build and create interiors, we are 

simultaneously structuring and shaping future experiences and conditioning everyday 

existence within those interiors. We shape interiors, yet over time, it is the interior that shapes 

us.  

The everyday rituals we perform are conditioned and influenced by the interior spaces in 

which they are embedded. This research demonstrates that rituals are manifested through 

                                                        
10 Turner’s concept of communitas was discussed on page 36. 
11 Durkheim’s exploration of ritual also suggested that in rituals, ‘individual choice is overborne by duty.’ 
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the interior which is the tangible, physical and material manifestation of ritual processes. 

Rituals are not ‘things’ that exist distinct from the environments in which they are enacted and 

performed. These environments may be built, interior, urban, cultural, tribal, village settings 

or natural environments. Yet what is of central importance is that rituals are always situated 

somewhere; rituals always take place and unfold in a particular space, over a particular period 

of time, and the influence and role of the interior and spatial environments are undeniably 

significant and of critical importance to the ordering, conditioning, structuring and influence 

of ritual experience.  

 

 

Developing philosophy about interiors and implications for future practice 

Understanding ritual can be a significant tool for Interior Architects in their work of facilitating 

and designing interiors that evoke deep and meaningful experiences between the body, the 

interior and the world. The theories developed in this thesis contribute different ways of 

thinking about the interior and offer new ways of practising interior design, by understanding 

interiors as processes that guide the body through transitional and transformational 

sequences. The ideas developed highlight how interiors can be designed through the 

creation of interior conditions and moments that construct different dimensions and 

experiences of interiority. This marks a significant shift in emphasis from existing interior 

design discourse, which has previously positioned interiors as a purely physical entity, a 

container condition, or an empty volume to be furnished and given functionality and purpose. 

The interior, positioned in this thesis as a dynamic process, an unfolding sequence of 

conditions and moments, privileges notions of ritual, passage, movement, performance, 

transition and change, thus contributing alternative ways of understanding the interior and 

the body’s experience of interiority. Future practice and design of interiors, situated within 

these developed frameworks, challenges designers to think of interiors, not as rooms, but as 

processes. This paradigm shift has the potential to open up different kinds of experiences 

and facilitate different modes of occupation in interiors—occupations that evoke a 

multiplicity of relations between body and interior.  
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INTERIOR-INSTALLATION_RITES DE PASSAGE 

 

 

[Allan] Kaprow claimed that he wasn’t installing anything to be looked at…but something to 

be played in, participated on by visitors who then became co creators.1 

I do not see [space] according to its exterior envelope; I live it from the inside; I am immersed 

in it.2 

 

 

This chapter demonstrates how new theory – Conditions of Interiority Theory, Theory of 

Moments and Body-Interior Transactions Theory – emerged from a body of scholarly and 

creative work as it directly applied to the case study and the Interior-Installation, titled Rites 

de Passage. These three theories are constructed through the writing, drawing and design of 

the Interior-Installation; a central aspect of the research enabling theory to be tested out in 

an installation-based context to further test the research hypotheses. Critically discussed in 

this chapter is the designed experience addressing the ‘phases’ and ‘dimensions’ of the 

Interior- Installation and the material and spatial conditions through a critical examination and 

reflection of the visitor’s body moving through the interior-installation. The intent of Rites de 

Passage is the creation of interior conditions and moments, as discovered through an analysis 

of ritual theory and revealed through an analysis of the interior spatial elements and qualities 

that emerged from the case studies of the Japanese bathrooms, facilitating particular bodily 

experiences of separation, engagement, liminality, absorption, immersion, re-incorporation 

and alteration. 

 

 

PERFORMATIVE DIMENSIONS OF INTERIOR ARCHITECTURE PRACTICE 

 

This chapter focuses on the Interior-Installation, Rites de Passage, exhibited at The Moores 

Building Contemporary Art Gallery3 between 20 and 26 July 2012. The interior installation was 

an integral part of the research process, significant in its own right, as well as subsequently 

                                                        
1 Claire Bishop, Installation Art: A Critical History (New York: Routledge, 2005), 24. 
2 Maurice Merleau-Ponty, “Eye and Mind,” in The Primacy of Percetion, ed. James E. Edie (Evanston: Nortwestern 
UP, 1964), 178. 
3 Included in the appendix is a brief description of why the Moores Gallery was selected, included my analysis of the 
existing interior spaces. In this description I have included photo-documentation of the existing Moores Gallery 
interior spaces. This description focuses on how I worked with the existing sequence of space in the upstairs 
galleries, heightening the existing interior conditions, properties, elements and qualities, to create a heightened 
interior situation and bodily experience of moving through the interior.  
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informing the developing theoretical argument by enabling the researcher to immerse in the 

manifestation of the proposition. 

 

Interior-Installation is a term that I have developed that refers to the creation of large-scale 

immersive, interior-based creative works. Both drawing on, and departing from, other genres 

associated with this form of creative practice, for example, installation art,4 performance art,5 

total installation,6 the Interior-Installation emphasises the role of the interior—the utilisation 

of the whole 7  interior including walls, floors, ceilings—in the creation of immersive 

experiences, privileging the embodied immersion of the participant through physical and 

intimate engagement with the interior. This form of creative practice puts the participant’s 

body in the interior, actively engaged in the work, by walking through, touching, sensing, and 

moving within it. The participant’s body, therefore, becomes a tool for gaining experience 

and understanding.  

 

Similarly to installation art, the Interior-Installation privileges the role of the body, and the 

experience of being in the interior, as an integral and significant part of the work. Claire 

Bishop writes: 

 

Installation art therefore differs from traditional media (sculpture, painting, 

photography, video) in that it addresses the viewer directly as a literal presence in the 

space. Rather than imagining the viewer as a pair of disembodied eyes that survey 

the work from a distance, installation art presupposes an embodied viewer whose 

senses of touch, smell and sound are as heightened as their sense of vision. This 

insistence on the literal presence of the viewer is arguably the key characteristic of 

installation art.8  

 

Bishop highlights the central importance of lived, embodied experience and the potential 

generation of a heightened sense of understanding through first hand, embodied encounters 

                                                        
4 Claire Bishop refers to installation art as ‘a term that loosely refers to the type of art into which the viewer physically 
enters, and which is often described as ‘theatrical,’ ‘immersive’ or ‘experiential’; Installation Art: A Critical History 
(New York: Routledge, 2005), 6. 
5 For example Allan Kaprow’s Environments and Happenings. [need pub details] 
6 The Russian artist Ilya Kabakov uses the term total installation to refer to an immersive scene in which the 
participant actively and enters into. The participant becomes physically immersed in the space.  
7 ‘[T]he space, and the ensemble of elements within it, are regarded in their entirety as a singular entity. Installation 
art creates a situation into which the viewer physically enters, and insists that you regard this as a singular totality’; 
Claire Bishop, Installation Art, 6. 
8 Ibid.  
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with the interior. The Interior-Installation demonstrates the potential building and 

development of knowledge and understanding that is generated through direct and 

embodied experience. 

 

Dorita Hannah and Olav Harslof highlight the potential relations between the field of 

Performance Studies 9 and the performative dimensions of Interior Architecture practice. 

Hannah and Harslof argue that the interdisplinary focus of Performance Studies ‘has provided 

a more open discursive field that shifts the emphasis from theatricality’s overtly orchestrated 

artifice,’ towards dynamic, fluctuating and ‘fleeting, time-based interventions that comment 

on our contemporary condition. This opens up a new interdisciplinary design field within 

which to practice and theorise aesthetic, cultural and everyday experiences, where cultural 

artifacts are considered performative (active) rather than constative (descriptive).10 Hannah 

and Harslof highlight emerging directions that draw upon and utilise performance to address 

(through both theory and practice) everyday experiences in the lived world.  

 

In this thesis, the development of the Interior-Installation as a form of creative practice 

demonstrates emerging directions in research practice and presentation in the discipline of 

Interior Architecture. In the process of developing this form of research documentation and 

presentation, I have identified four critical points: (1) the intention of the Interior-Installation; 

(2) the Interior-Installation as an integral part of the research process; (3) the critical review 

and judgment of the Interior-Installation; and (4) the value of the Interior-Installation as a valid 

form of research within the discipline of Interior Architecture. The following section will 

discuss each of these points.  

 

  

                                                        
9 Dorita Hannah and Olav Harslof use the term performance studies when referring to performance-based practice.  
10 Dorita Hannah and Olav Harslof, Performance Design (Copenhagen: Museum Tusculanum Press, 2008), 12. 
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FOUR CRITICAL POINTS OF THE INTERIOR-INSTALLATION 

 

1. Intention of Interior-Instal lation 

The development and defining of the Interior-Installation raised two important questions; 

what the Interior-Installation is, and therefore, what the Interior-Installation is not. In defining 

what the Interior-Installation is not, it became clearer and easier to define what the Interior-

Installation is. It is not an art piece or sculpture, or an installation of art. The Interior-

installation departs from traditional arts-based exhibitions that privilege conventional art 

gallery presentations that evoke a sense of detachment through the maintenance of distance 

between the viewer and the work. The term ‘viewer’ further emphasises the dominance of 

vision, which is in opposition to the intention of the Interior-Installation, which immerses the 

body, the participant, within the interior, engaging all senses through physical and direct 

exchanges including touch and smell. The participant is recognised as an active and engaged 

body rather than a passive body detached and distanced from the work. 

 

The Interior-Installation is, therefore, a form of research presentation that emphasises two key 

aspects; the role of the interior and the presence of the participant’s body in the Interior-

Installation. The development of the Interior-Installation highlights the significance of the 

researcher’s disciplinary affiliation and position within Interior Architecture. The significant 

elements of this performance research method are the interior and the interior’s qualities, 

physicality, arrangement and materiality. The significance of the interior is brought to the 

forefront, not positioned as a passive backdrop behind activity, but as the most integral 

aspect of the Interior-Installation. 

 

The second major aspect of the Interior-Installation is the role of the participant’s body in 

relation to the interior. The interior-Installation invites interaction between the participant and 

the creative work; it evokes movement, heightening the body’s experience of transition 

through the interior. The Interior-Installation moves beyond conventional art gallery 

regulations, generating an active, physical, tangible and haptic exchange between the body 

and interior; the aim of the Interior-Installation is for the participant to experience a sense of 

embodied immersion. Bishop argues that installations must, to varying intensities and 

degrees, seek to activate the body: 
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Because viewers are addressed directly by every work of installation art – by sheer 

virtue of the fact that these pieces are large enough for us to enter them – our 

experience is markedly different from that of traditional painting and sculpture. 

Instead of representing texture, space, light and so on, installation art presents these 

elements directly for us to experience. This introduces an emphasis on sensory 

immediacy, on physical participation (the viewer must walk into and around the work), 

and on a heightened awareness of other visitors who become part of the piece. Many 

artists and critics have argued that this need to move around and through the work in 

order to experience it activates the viewer, in contrast to art that simply requires 

optical contemplation (which is considered to be passive and detached). This 

activation is, moreover, regarded as emancipatory, since it is analogous to the 

viewer’s engagement in the world.11  

 

Here Bishop raises critical issues pertaining not only to installation art practice, but also to the 

discipline of Interior Architecture. Bishop inadvertently addresses issues at the core of Interior 

Architecture, including: how bodies encounter, enter and engage in interiors; how bodies 

experience a sense of being in interiors; how bodies participate and connect to interiors (the 

structuring of direct experience between body and interior); how bodies move around and 

transition through interiors; and the creation of meaningful body-interior relationships.  

 

2.  Interior-Instal lation as part of the research process 

The Interior-Installation is a form of research practice in itself. Rather than being a creative 

work that illustrates an outcome/s, or is the outcome, of the research process, the Interior-

Installation is a crucial part of the process of building and developing knowledge and 

understanding. The role of the Interior-Installation is therefore not only a form of 

communication and presentation of developing research findings, but the creation of the 

Interior-Installation opens up a new space for the re-testing, re-building, and further 

development of theory. Exploring patterns and themes that have emerged from the analysis 

of data through the act of making, building, physically constructing and exhibiting, the 

Interior-Installation not only holds current ideas but further helps to move the research along 

in the progress and development of research. 

 

                                                        
11 Claire Bishop, Installation Art, 11. 
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Therefore, this thesis argues for Interior-Installations, as a form of research and presentation, 

to be treated as a valid and valued form of academic and scholarly research in the discipline 

of Interior Architecture. Interior-Installations not only communicate developing theories 

about interiors, but through physical, lived experience of the work, participants are 

encouraged to think about the role of interiors in bodily experience and occupation, as it is 

revealed through the developing theories and philosophies embedded in this thesis. 

 

3.  Crit ical review and judgment of the Interior-Instal lation 

An important aspect of the Interior-Installation is the way in which it is critiqued and 

evaluated, and therefore the need for the development of ‘criteria for the validation of 

creative works as legitimate forms of research.’12 Of importance to the evaluation process is 

the reference back to the researcher’s intention for the Interior-Installation, for example, how 

the installation was intended to be experienced. In Rites de Passage, the interior was 

intended to be experienced as a narrative—a physical and psychological passage of 

transition—that was constituted by a series of eight heightened moments. These moments 

were intended to evoke an immediate and intimate transaction between the body and the 

interior through acts of participation and interaction. Laurel Richardson’s framework for 

evaluating creative analytic practices, including performed ethnographies and research-

informed theatre projects, is useful here. Richardson highlights five criteria; these include: (1) 

substantive contribution (does this piece contribute to our understanding of social life?); (2) 

aesthetic merit (does the piece succeed aesthetically?); (3) reflexivity (how did the author 

come to write/ perform this?); (4) impact (does this affect me? Emotionally? Intellectually? 

Does it generate new questions?); and (5) does it express a reality (does this piece embody a 

fleshed out, embodied sense of lived-experience?). 13  Richardson’s framework not only 

focuses on the outcome of the piece—the aesthetics or presentation—but highlights the 

communication of aspects of reality that contribute new understandings of everyday life.  

 

4. Value of creative practice 

The Interior-Installation highlights the value, significance and recognition of research in and 

through the medium of creative works and creative practice. As a valid form of research, the 

Interior-Installation aims to achieve three major outcomes. Firstly, the work holds the current 

                                                        
12 Jane Lawrence, Sven Mezhoud, Stuart Foster and Marina Lommerse, “An Interior Affair: A State of Becoming,” in 
An Interior Affair, 16. 
13 Laurel Richardson, “Writing: A Method of Inquiry,” in The SAGE Handbook of Qualitative Research, eds Norman 
Denzin and Yvonna Lincoln (California: SAGE Publications, 2011), 937. 
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ideas being explored in the thesis, as well as, helping to move the research along by 

becoming a site for critical exploration and reflection. Secondly, the Interior-Installation is a 

mode of communication that is an alternative to the more common textual forms of 

communication adopted in traditional scholarly research projects. Finally, the Interior-

Installation should be recognised as presenting a level of present synthesis, rather than the 

completion of the research process.  Therefore, the emphasis is on the development of ideas 

rather than the completion and outcome of the research.  

 

The Interior-Installation, as part of the research process, also highlights the potential 

development of new research skills. As an Interior Architect I have learnt, and have been 

challenged by, different skills not usually associated with traditional research-based projects 

within the discipline of Interior Architecture. For example, the process of producing the 

Interior-Installation involved not only the spatial planning, conceptual design, building, 

construction, installation and coordination of specialists (for example, lighting specialists), 

areas that are commonly dealt with in Interior Architecture, but also required the coordination 

of the opening night, coordination over the duration of the public exhibition, the production 

of the installation catalogue and finally, the overall experience of curatorship of the 

installation. These were all new skills that I had to develop to ensure the successful outcome 

of the Interior-Installation, and are therefore a valued part of the research process and the 

development of new research skills. 

 

 

THE ROLE OF CREATIVE PRACTICE: THE INTEGRATION OF PERFORMANCE-BASED 

RESEARCH WITH INTERIOR ARCHITECTURE 

 

The Interior-Installation as a mode of creative practice is a way of communicating the 

developing research findings. The Interior-Installation is a valued part and central aspect of 

the research process; part of the process of building, testing, developing, and re-building 

knowledge and understanding. The Interior-Installation also challenges more traditional and 

existing ways of presenting and communicating research findings that have often privileged 

more textual and linguistic modes of presentation. These three aspects highlight the 

potential relations and integration of performance-based research within the discipline of 

Interior Architecture.  
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New developments and shifts are occurring within the discipline of Interior Architecture, due 

to the increasing turn to performance and creative practices as ways of approaching, 

investigating, documenting and presenting academic and scholarly research. One recent 

example that demonstrated the significance and value of creative practice and performance 

within Interior Architecture was the exhibition, An Interior Affair: a State of Becoming.14 The 

curators, including Marina Lommerse, Jane Lawrence, Sven Mehzoud and Stuart Foster, write 

in the opening provocation of the exhibition catalogue: 

 

The common desire of designers is to create and produce speculative and/or 

tangible works. For designers who have shifted into education and, by association, 

research practice, the framing of research through and with design has been a 

challenge. Recently research authorities have broadened their fields to validate 

creative work in a variety of manifestations. This ‘becoming’ of creative work as 

research not only addresses the separation (or frustrations) for the design 

practioner/educator but also prompts critical reflection on the process and fields of 

creative work as research. 

 

Lommerse, et al., in the quote above, not only address the challenges in the framing of 

research through and with design, but also highlight the necessary critical reflection needed 

to address creative work as research. Whether the creative work takes the form of an 

exhibition, sculpture, installation, or performance event, it is itself both a valid part of the 

research process and a valid form of research documentation that challenges existing ways of 

presenting and communicating research findings. 

 

Fleur Watson quotes Remy Zaugg referring to the work of Jacques Herzog and Pierre de 

Meuron in the exhibition catalogue for Une Exposition15: 

 

Is there a form of presentation that makes sense of the objects and documents, that 

captivates visitors, mobilizes their entire attention and all their receptive and 

perceptive facilities? It is possible to create a place in an exhibition space that like an 

                                                        
14 An Interior Affair: a State of Becoming was an IDEA (Interior Design/ Interior Architecture Educators Association) 
exhibition hosted and convened by Curtin University at the FORM Gallery, Perth, Australia, exhibited between the 6 
September to 6 October 2012. 
15 Une Exposition was held at the Centre Georges Pompidou, Paris 1995.  
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actual building outside, in the town itself, would be a reality in its own right and at the 

same time would reflect the reality of the [design] it was documenting?16 

 

This highlights the potential role of the exhibition in presenting an embodied spatial 

experience that reflects a particular reality of the world. Herzog and de Meuron argue that 

creative practice—the production of creative works—not only privileges the sensorial, 

experiential or aesthetic, but operate in relation to wider socio-cultural realms:  

 

At its best, an exhibition engaged with practice-based research reaches beyond 

simple reportage, documentation and celebration, and even beyond the mediative 

process of illustrating a built work to become an experience or space for exploration, 

interrogation, reflection and debate within its own context.17  

 

When creative practice deals with such issues, it is no longer contained by the boundaries of 

the performance disciplines, but rather reaches across multiple disciplines and has the 

potential to become integrated with disciplines such as Interior Architecture. This has 

significant implications for the role of creative work as research within the Interior 

Architecture discipline engendering new ways of presenting research findings that sits in 

relation to an existing interior architectural language; the built, the tangible, the experiential 

and the lived.  

 

Rites de Passage is an example of creative work as research within an Interior Architecture 

context, demonstrating the testing and development of theory through an installation-based 

context enabling the physical creation of a built and tangible embodied spatial experience 

that reflects my understanding of the everyday ritual. Ritual – as positioned in this thesis – is 

inextricably bound to a sense of interiority; the ritual process is embodied through interior 

elements such as thresholds, passages, spaces of separation and spaces of seclusion. The 

ideas of threshold, passage, sequence and spaces of exclusion – as discovered through an 

analysis of ritual theory and spatial analysis of the interior spatial elements and qualities that 

emerged from the case studies of the Japanese bathrooms – directly relate and respond to 

the design strategies implemented in Rites de Passage. 

                                                        
16 Remy Zaugg, Herzog et de Meuron, Une Exposition (Exh. Cat., Centre Georges Pomidou, Paris, 1995). 
17 Fleur Watson, “Curating Design: Exhibition as Research,” in An Interior Affair: A State of Becoming, Book 2: 
exhibition catalogue, eds Marina Lommerse, Jane Lawrence, Sven Mehzoud and Stuart Foster, (FORM: Perth, 2012), 
10-15. 
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Three theories developed from the research findings, The Conditions of Interiority Theory, 

Theory of Moments and Body-Interior Transactions Theory, informed the writing, drawing and 

creation of Rites de Passage. The design of Rites de Passage thereby directly related to the 

research findings and theory development in this thesis, informing the design and creation of 

a series of interior conditions that responded to the three ritual phases identified through an 

analysis of ritual theory and revealed in the case studies of the Japanese bathrooms.  

 

 

INTERIOR-INSTALLATION AS THEORETICALLY BASED 

 

The Interior-Installation is not the re-documentation or re-building of cultural spaces, nor is it 

a re-enactment of the ritual experiences of the Japanese cleaning ritual. Rather the Interior-

Installation positions the participant within the construction of the identified ritual process 

that I identified as occurring in particular interiors and that is embodied within the concept of 

an everyday ritual. It is therefore an abstracted interpretation and presentation of my 

understanding of the unfolding experience of ritual.  

 

The Conditions of Interiority Theory 

My analysis of the existing Moores Gallery interior spaces (photographic-documentation 

included in the appendix) identified a sequential experience akin to the experience of the 

processual I had experienced in the ritual case studies; a processual transition from 

experiences of separation to experiences of immersion followed by experiences of re-

incorporation and return. These experiences were embodied and heightened through 

identified interior elements including thresholds, passages, sequences of spaces, shifting 

experiences of enclosure through changes in scale and form and through the interplay of 

darkness and light.  

 

The intention behind the Interior-Installation, Rites de Passage, is the creation of a sequential 

‘route’ through the interior; an interior sequence that is experienced narratively by the body 

through ritualistic phases of beginning, middle, and end. The route is constructed through a 

prescribed sequence of space, what Bernard Tschumi defines as ‘a planned path with fixed 



 189 

halting points, a family of spatial points linked by continuous movement.’18 The interior route 

emphasises the body’s experience and engagement in ritual process; it is an interpretation 

and abstraction of the ritual process as identified in the fieldwork studies. Therefore, rather 

than attempting to illustrate the Rites of Passage Theory (first theorised by Arnold Van 

Gennep), the intent of the Interior-Installation is the creation of interior conditions and 

moments, as revealed in the analysis of the data, that facilitate particular bodily experiences 

of separation, engagement, liminality, absorption, immersion, re-incorporation and alteration. 

 

It was my intention to heighten the way the body moved through the sequence of Moores 

Gallery interior spaces by integrating and manipulating particular interior elements within 

each space in order to heighten the body’s experience of separation, immersion and return 

when moving through the Interior-Installation. The upstairs gallery space was divided into 

four large rooms with two separate staircases situated at either end of the gallery interior.  

 

 

Plan 7.0: Moores Gallery Upstairs interior spaces. James, 2013. 

 

                                                        
18 Bernard Tschumi, Architecture and Disjunction (Cambridge: MIT Press, 1996), 155. 
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The staircase (situated at the entrance of the Moores Gallery) and the gallery room 1 (please 

refer to plan above) were designed in response to the separation phase in the ritual process. 

To heighten the gallery visitor’s experience of separation, I asked each person to remove 

their shoes, engendering a physical act and gesture of separation. Through the gallery 

visitor’s movement up the staircase I wanted to evoke awareness to the ordered and 

structured nature of rituals and the body’s conscious engagement into ritual that is 

heightened through conscious awareness to the ritual’s prescribed order and structure.  The 

panels of rice positioned on each stair tread had individually placed pieces of rice, carefully 

glued into regimented lines. These panels were meant to evoke feelings of discipline, 

regimentation and order.  

 

Gallery space 1 was designed in response to the experiences of transition experienced in the 

ritual case studies. Through this space I wanted to create a territorial passage. White painted 

bamboo poles, hung from the gallery ceiling rafters, were strategically positioned to create a 

pathway directing the gallery visitor through to gallery space 2. Through the movement of the 

gallery visitor’s body through and between the bamboo poles I wanted to heighten the 

body’s experience of moving from one space to another through a space of transition. 

 

Gallery space 2 was designed in response to the liminal and interiorisation phase of ritual. In 

the creation of this space I wanted to evoke two experiences I had experienced in the ritual 

case studies. Firstly, through the creation of a central ‘pit’ like space I wanted the gallery 

visitor to experience an intimate and immediate connection between their body, the interior 

and an activity (the touching and playing with clay). By placing mats, in a circular formation on 

the ground, I invited the gallery visitors to lower themselves onto the ground to experience a 

sense of being located in space and time- an experience I felt when lowering my body into 

the bath tub and feeling enclosed and grounded in space and time. Secondly, the large 

panel of scented clay invited gallery visitors to immerse themselves in an activity of play, 

touching, creating and destructing. It was my intention to scent the clay with exotic and 

primordial scents (paprika, cumin, clove, cedarwood and scents of dirt), so that following acts 

of touching and playing with the clay the scent was incorporated into and onto the surface of 

the gallery visitor’s skin. It was through this act that I wanted the gallery visitor to experience a 

process of incorporation, where something external to the body becomes, temporarily, a part 

of the body (the scent traces of the clay left on the gallery visitor’s hand surfaces). 
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Gallery spaces 3 and 4 also responded to the liminal phases of ritual. The design of these 

spaces sought to create interior conditions that evoked feelings of liminality – of being in-

between – of occupying the middle and of being in transition. Gallery space 3 was designed 

as a crossing – a transitional space created through a passage between two doorway 

openings similar to that of a corridor. Multiple white fabric panels were hung one after the 

other in the corridor space. The gallery visitor had to physically split each fabric panel to 

traverse through the space. Each fabric panel increased in texture, intensity and quantity as 

the distance between the panels decreased as the gallery visitor transitioned through the 

passage-like space. I wanted the experience of moving through the panels to heighten one’s 

awareness to the liminal quality – the in-betweeness – of the space by being both in-between 

each panel and moving through the split within each panel. By the end of the passage thick, 

heavy white velvet panels, only centimeters apart, created a suffocating threshold experience, 

where finally, the gallery visitor’s body split the final panel and entered into a dark, womb like 

interior, gallery space 4. 

 

An exploration of the liminal phase of ritual and the liminal qualities analysed from the ritual 

case studies, informed the creation of gallery space 4, a womb-like space that was designed 

in response to themes of emptiness, absorption and envelopment. Responding to the 

experiences analysed in the case studies, I wanted to create a space that was akin to the 

experiences of liminality that I had experienced in the Japanese cleansing rituals. Whilst 

performing the Japanese cleansing ritual I had experienced moments, whilst soaking in the 

tub, experiences of profound emptiness, envelopment and a feeling of complete 

transcendence; a loss of boundary between self and space. It was my intention to try and 

evoke these experiences through the design of a completely dark womb-like space. I hung 

black fabric around the room in an attempt to loose the boundaries between floor, wall and 

ceiling. The black fabric and the pitch-black darkness of the room created a boundary-less 

like space that was intensified by the use of fog to help create a liminal atmosphere where 

the visitor’s body floated in a dream-like atmosphere. The design intention of gallery space 4 

was for the gallery visitor to experience a sense of liminality as part of a sequential process 

designed and constructed in Rites de Passage. 

 

The staircase, leading the gallery visitor from the upstairs gallery spaces back down to the 

lower ground gallery (where the gallery visitor exits), responded to the return and re-

incorporation phase in ritual. White magnolias were positioned on each of the stair treads, 
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and over the duration of the Interior-Installation being opened to the public, the magnolias 

began to decay and destruct. I used magnolias as a way of evoking experiences of ritual 

transformation and impermanence and to demonstrate the nature of everyday ritual 

processes as temporal and cyclical. The physical movement of the body down the stairs to 

collect their shoes was designed to evoke experiences of return and re-incorporation by 

physically returning the gallery visitor back to the start point of the Interior-Installation before 

exiting the Moores Gallery. The experience of returning to the start point and exiting the 

same way as one entered the gallery space, heightened the experience of the ritual process 

as a narrative structured through heightened experiences of beginning (separation), middle 

(liminality) and end (return). 

 

Theory of Moments 

The body is invited to actively engage in the sequence by moving through the Interior-

Installation, momentarily and temporarily pausing in moments that are generated by 

temporal acts of participation and interaction. Through firsthand experience and immediate 

participation, the body is evoked to engage in variations of fleeting moments. For example, 

the touching of scented clay, the physical splitting of panels. These moments engender 

physical and psychological experiences of the interior.  

 

The design of the Interior-Installation demonstrates the role of the Interior Architect in the 

creation of an embodied, heightened experience of situations occurring in the interior. By 

manipulation and control over the design of interior conditions, the Interior Architect 

potentiates particular experiences that together generate an amplified experience of 

transformation. The Interior-Installation can therefore by understood in a variety and 

combination of ways; one such is an event wherein the entire space is treated as an interior 

situation, constituted by particular phases, conditions and experiences, into which the 

participant physically enters. Another is a representation of a theory of the unfolding 

experience of ritual, wherein the Interior-Installation reveals the theoretical complexity which 

underlies everyday ritual experiences. A third is a series of temporal moments that challenge 

the participant’s perceptions via deep bodily and sensorial engagement and interaction 

between body and interior.  
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RITES DE PASSAGE: PROVOCATION AND DESCRIPTION OF BODY-INTERIOR 

TRANSCATIONS 

 

I intended to evoke – through the design and construction of a series of interior conditions 

within the gallery sequence of spaces – shifting body-interior relations akin to those body-

interior relationships I had experienced in the ritual case studies in Japan. The following 

section unpacks the gallery visitor’s movement through Rites de Passage, demonstrating how 

a series of shifting body-interior transactions were evoked through the design of each gallery 

space, thereby engendering moments of heightened engagement and moments of 

connection and participation between body and interior. The gallery visitor’s movement 

through the spaces – designed in response to my understanding of an unfolding ritual 

situation – acts as a vehicle for re-connecting and re-engaging the body with the interior. The 

interior ‘guides’ the body through the gallery spaces, heightening the body’s experience of 

performing and reconfiguring an understanding of the experience of ritual process. This is 

achieved through the interior’s qualities and materiality (the body’s sensorial engagement 

with light, temperature, atmosphere, scent, texture, sounds), shifting body-interior relations 

(the rhythm and pace of movement, the body in motion, the body grounded, the body held 

momentarily in stasis), and the physicality of the interior (its form, arrangement, scale and 

volume). The design experience of Rites de Passage plays a significant role in heightening the 

body’s experience of transition through the arrangement and ordering of space, the 

manipulation of interior elements and the orchestration and structuring of bodily action. The 

gallery visitor’s body becomes a part of the performance – part of a co-performance in the 

installation – transforming the lived experience of the Interior-Installation from a everyday 

gallery visit experience to an embodied performance as ritualised spatial practice. 
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Insertion 8.1: Rites de Passage. James, 2012.
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RITES de PASSAGE

Provocation.
Preconceived ideas of interiors and notions of interiority have long privileged 
the enclosure, the room, the static and the contained. Yet these 
understandings of interior spaces are being challenged due to 
contemporary and new theoretical ideas on the nature of human occupation 
in time and space. There is an undeniable shift occurring that is 
repositioning and extending the discipline of interior architecture from the 
decoration and furnishing of rooms to the design of experiences, conditions 
and ‘moments.’ These shifts in understanding are not only producing new 
ways of thinking about the interior, but are further providing the inspiration to 
explore new ways of designing interiors that consider notions of the 
temporal, the transitory and the transformational. We shall no longer 
perceive interiors as a ‘box’ or room, but rather as the experience of 
transition through processes and passages. 

Floor plans. James, 2013.
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EIGHT MOMENTS.

1 SEPARATION
The act of entering into an interior, of separating 
oneself from the outside world, evokes physical 
and psychological feelings of detachment and 
removal, as well as the anticipation of entering 
into another world. The simple act of taking ones 
shoes off marks a rite of separation, a gesture 
that heightens arrival and the crossing of the 
boundary between the exterior and interior.

2 DISCPLINARY PASSAGE
The body now enters into a highly regimented 
and disciplined process of engagement. In this 
moment I explore the power relations that exist 
between the body and the situation that it 
engages into. The body’s awareness to the 
situation — the rules, the order and the structure 
— evokes a restructuring and focusing of 
consciousness in the immediacy of the situation.  

���
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3 TERRITORIAL PASSAGE
Based on Hasegawa Tohaku’s famous Japanese 
painting, ‘Pine Trees’, this moment evokes 
movement across a territorial passage — the 
movement of the body from one space to 
another. Expressed in Tohaku’s painting is the 
Japanese concept of ‘Ma’, meaning a gap, a 
pause, the in-between. What is of significance 
within this painting, is not the pine trees 
themselves, but the gaps — the spaces of 
emptiness — that are created between them. 

In this moment, the body moves to occupy the 
in-between in a state of transition. Heightened by 
the sounds of crunching leaves under foot, the 
fragrance of Japanese hinoki wood, and the 
atmospheric conditions that seek to capture the 
conditions of the moment between night and the 
dawn that breaks its darkness, walking through 
this space one experiences transition.   

���
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4 PRIMORDIAL PLAYPIT
In this moment I explore the intimate and 
immediate connection between body, interior 
and activity. By lowering and grounding the body 
on the floor, I seek to heighten ones sense of 
being located in space and time, of occupying 
and taking ownership of a ‘territory’, creating 
boundaries and dynamic tensions between ones 
own body and other bodies. Here I seek to 
create a paradoxical situation by simultaneously 
evoking an awareness of proximity, boundary and 
control, with a sense of connectedness and ‘the 
collective’ through an act of playing and touching 
a shared substance. 

Immersed in this moment of collective play the 
body is induced into an affective state of flow, a 
moment of deep engagement, induced by an 
immersive sound-scape of rhythmic trance-like 
beats. The bodies engaged in activity, 
reminiscent of animals eating shared prey, evoke 
animalistic, primordial and infantile sensations 
through the act of playing, touching, creating and 
destructing.

After the act, the body is left with the scents of 
exotic spices (paprika, cumin, clove), warm wood 
tones of cedarwood, infused with animalic tones 
and scents of dirt, incorporated into and onto the 
surface of their skin. Through this process of 
incorporation — something external to the body 
now becomes, temporarily, a part of it — ones 
awareness to both the body and its exterior / 
interior boundaries is heightened. 

���
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5 FLOW
When we transition through the interior we 
experience passages of flow. These passages 
are in-between and liminal conditions where the 
body is put into a state of transition, it is neither 
one thing nor another, it is caught occupying the 
middle. The crossing of a threshold, an 
ambiguous, ‘no-mans’ land, marks this 
transition. 

In this moment the experience of traversing the 
threshold is heightened. By physically splitting 
apart the panels of fabric, which increasingly 
builds in texture, intensity and quantity, the body 
is able to transition through the passage. As the 
body moves through the passage the distance 
between the panels decreases, creating by the 
end of the passage a suffocating threshold 
condition, where finally, the body is expelled and 
released into a black void of emptiness.

���
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6 WOMB
In this moment two themes are evoked. Firstly, the 
theme of emptiness as understood through the 
Japanese concept of ‘Ma’, and secondly, the 
paradoxical and opposing concepts of destruction 
and creation.  In his book titled ‘White’, Kenya Hara 
speaks of the concept of emptiness as a feeling of 
fullness that is found in nothingness. Emptiness and 
voids are not indeed empty, but are full of 
potentiality and possibility. They are, as I believe, 
creative conditions, where the body evoking 
‘emptiness’ has the potential to become anything.

Here I make a connection to Sigmund Freud’s 
‘death drive’. Freud argued that one of the human 
drives is a desire to return to an inanimate state, a 
state that is not in fact death itself, but a previous 
state similar to that of emptiness or nothingness. 
Before we may create ourselves we must start with 
an ‘empty’ state, the body must deconstruct in 
order to reconstruct and create itself. 

This theme of emptiness is explored in this moment 
through the creation of a uterus, womb-like 
condition, evoking a sense of absorption and 
envelopment. The darkness creates a loss of 
boundary and the atmospheric fog creates a 
floating sensation within the space. The body 
temporarily occupies this space, held in a moment 
of darkness and emptiness, before it is ‘reborn’ in a 
state of white. 

���
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7 STATE OF WHITE
‘It is difficult to sustain the purity of white because it 
is so easily contaminated; its beauty strikes us with 
such power because of our painful awareness of its 
transience.’  

In ritual situations the body transforms into 
something it is ordinarily not. This is the power of 
ritual — the body transitions from one state to 
another state engaging in a process of becoming 
something other. The attainment of this new state is 
marked by feelings of joy, satisfaction, happiness 
and fulfilment. However, in everyday ritual situations 
this state of transformation and difference is only 
temporal and it cannot endure. When we are 
hungry we prepare and consume a meal, we feel 
full and content, and then as time passes, that state 
of fullness disappears and soon we find we are in a 
state of hunger again. When we engage in 
cleansing rituals, we wash the body, we cleanse 
ourselves, and the end result leaves us feeling 
‘new’, cleansed, and pure. But as soon as we are 
clean, we become dirty again. Kenya Hara, who 
dedicated a whole book to the concept of white, 
suggests that human beings live in a chaos of grey, 
and similar to Freud’s death drive (the desire to 
return to an inanimate state) perhaps it is also a 
human desire to constantly return to a state of 
white. 

Hara wrote that ‘Life comes into this world wearing 
white, but it begins to acquire colour the instant it 
assumes concrete form and touches the earth, like 
a yellow chick emerging from a white egg. White is 
delicate and fragile. From the moment of its birth it 
is no longer perfectly white, and when we touch it 
we pollute it further, though we may not realize it. 
Yet all the more because of this, it stands out clearly 
in our consciousness.’   

���
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INSERTION 7.1: Rites de Passage. James, 2012. 

  

The influence of Hara’s writing is strongly felt in this 
installation, particularly in this final moment. His 
concept of white has led me to question the 
temporality and impermanence of white, especially 
in light of ritual transformation. This final moment is 
composed of white magnolias chosen because of 
their significance and meaning as flowers of purity, 
perfection, but also transience. Often sent on the 
occasion of a birth in Japan, white magnolias are 
associated with new life and birth. Over the duration 
of this installation the magnolias will eventually start 
to decay, this process quickened by people who 
touch and ‘contaminate’ the whiteness of their 
petals. This process of decay highlights the nature 
of life; the cyclical processes of life and death, of 
growth and decay and the processes of creation 
and destruction.

It is through the experience of this moment that I 
seek to embody my understanding of the human 
condition as understood through everyday 
situations. As human beings we engage in 
processes of change and transition, we transform 
ourselves temporarily, and then we return to a 
previous state because our state of temporal 
transformation cannot endure. The human 
condition is therefore as much about transience as 
it is impermanence. As human beings we occupy 
the world in continuous states of becoming, always 
followed by states of decay. 

8 RETURN
“We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
And know the place for the first time.” 
� T.S. Eliot, Four Quartets

When we allow a situation to unfold, when we 
experience the moments that temporarily rupture 
that process, when we reach a state of ‘white’, and 
then experience a state of decay, we have 
experienced the true nature of human existence. 
We have truly experienced occupation.  
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DVD DOCUMENTATION: Rites de Passage. James, 2012. 
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CRITICAL REFLECTIONS ON THE PROCESS OF CONSTRUCTING RITES DE PASSAGE 

AND THE FIELD OF CREATIVE PRACTICE AS RESEARCH 

 

The following section responds to Laurel Richardson’s framework for evaluating creative 

analytic practices, previously addressed on page 189. By addressing each of Richardson’s 

criteria I offer a critical reflection of Rites de Passage by self-critiquing the process of making 

the Interior-Installation and reflecting on the significance, value and impact of creative 

practice as research within the discipline of Interior Architecture. 

 

(1) substantive contribution (does this piece contribute to our understanding of social life?) 

The process of making and constructing Rites de Passage within the existing Moores Gallery 

interiors, encouraged critical thought about the role of interiors in the body’s lived 

experience of rituals processes, interrogating how rituals constituted by interior elements, 

facilitate different kinds of occupation in interiors. This kind of everyday occupation is 

processual, transitory and constituted by a multiplicity of shifting body- interior relations and 

different experiences of interiority including experiences of interiority as that which surrounds 

or encloses the body, a sequence of interior spaces the body transitions through, and/or the 

experience of interiority as that which is within the body. Rites de Passage embodied this 

processual occupation by physically engaging the participant in a narrative sequence of 

phases and moments that physically and psychologically transitioned the body through the 

interior. The work communicated and embodied a transitory kind of reality that expressed the 

type of occupation experienced by the body engaged in ritual. It further addressed a 

significant outcome from analysis of the case study that revealed how the interior is a 

construct of ritual, and how simultaneously, ritual is manifested as an interior construct. 

Therefore, the work contributes an understanding of the lived experience of social life that is 

embodied and expressed in ritual. 

 

(2) aesthetic merit (does the piece succeed aesthetically?) 

As a mode of creative practice the Interior-Installation responded to the research proposition 

– the relationship between ritual and the interior – engendering a physical and tangible 

manifestation of the research idea through the manipulation of existing and integrated 

interior elements and aesthetic. The Interior-Installation highlighted the significance of the 

researcher’s disciplinary affiliation and position within the discipline of Interior Architecture, 

amplifying the significance of the interior and the interior’s qualities, aesthetic, physicality, 
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arrangement and materiality. The significance of the interior was brought to the forefront; not 

positioned as a passive backdrop behind activity, but as the most integral aspect of the 

Interior-Installation. The work demonstrated how interiors can be experienced from material, 

aesthetic and sensory aspects, enabling immersive, embodied lived-experiences through 

haptic and direct exchanges between the body and the interior. The significance of the work 

was not captured in the final artistic ‘quality’ or artistic craft of each space, but rather the 

significance was revealed in the positioning of the interior and the manipulation of interior 

elements in the creation and embodiment of ritual experience. 

 

(3) reflexivity (how did the researcher come to construct this?)  

Critically reflecting on Rites de Passage, it was the process of making – the framing of the 

research through design – over and above the final outcome of the work that was of greatest 

significance. The process of making Rites de Passage facilitated the exploration, testing and 

tangible communication of the theoretical concepts – interior conditions, moments and 

dimension – developed in the research through acts of creating, making and physically 

building. The construction of the piece was in itself a device for testing and embodying 

theoretical concepts. The Interior-Installation focused on three major theoretical concepts 

and their interrelationships – developed in Chapter seven – that show how ritual situations 

occur in interiors, new theories on how bodies occupy interiors engaged in ritual processes 

and how varying body-interior dimensions potentially arise in the unfolding of ritual 

situations. Rites de Passage physically positioned and immersed the participant within the 

construction of the identified ritual process, that through the case studies and analysis, I had 

identified as occurring in particular interiors. As a mode of creative practice the Interior-

Installation responded to the research proposition – the relationship between ritual and the 

interior – engendering a physical interrogation and tangible manifestation of the research 

proposition and idea. 

 

(4) impact (does the work affect me? Emotionally, intellectually?)  

Rites de Passage addresses issues at the core of Interior Architecture including, how bodies 

encounter, enter and engage in interiors, how bodies participate and connect to interiors (the 

structuring of direct experience between body and interior), how bodies move around and 

transition through interiors and the creation of meaningful body- interior relationships. 
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A significant aspect of the Interior-Installation was the role of the participant’s body in relation 

to the interior. The interior-Installation invited interaction between the participant and the 

creative work; it evoked movement, heightening the body’s experience of transition through 

the interior. The Interior-Installation moved beyond conventional art gallery regulations, 

generating active, physical, tangible and haptic exchanges between the body and interior. 

The aim of the Interior-Installation was for the participant to experience a sense of embodied 

immersion and transformation, over and above an intellectual grasping of the theoretical 

dimensions of the work. 

 

The Interior-Installation is a valid form of research documentation offering an alternative 

language in the discipline of Interior Architecture, challenging written and textual re- 

presentations of research findings that risk distancing the reader from ideas through 

academic and scholarly writing. The Interior-Installation, as a mode of creative practice is, as 

suggested by Watson, a language and form of documentation that ‘makes sense of the 

objects and documents, that captivates visitors, mobilizes their entire attention and all their 

receptive and perceptive facilities,’ communicating, physically and tangibly, developing 

theories about interiors. For example, in Rites de Passage, the construction of the eight 

moments in the narrative sequence through the interior were intended to evoke an 

immediate and intimate transaction between the body and interior through acts of 

participation and interaction as identified and evidenced as occurring in the case study and 

analysis. These moments, difficult to describe and limited by language, were constructed 

tangibly and experienced physically by the participant revealing an alternative way to 

communicate ideas. 

 

(5) does the work express a reality (does the piece embody a fleshed out, embodied sense of 

lived-experience?)  

Significantly Rites de Passage utilised the process of designing and making as a way to 

question and critically reflect upon the theorising of ritual experiences in interiors, to 

interrogate – through making – the notions of ritual and the interior in relation to one 

another. The process of creating Rites de Passage explored the role of the interior as an 

active element in the manifestation of elements of ritual, and, how the ritual experience is 

constituted from the inclusion of specific interior elements including boundaries, series of 

thresholds, entrance transitions, in-between spaces and sequences of spaces. The process of 

making Rites de Passage critically and constantly questioned the relationship between ritual 
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and the interior, interrogating the interior as a manifestation of ritual and ritual as constituted 

by the sequential inclusion and interplay of interior elements. The work expressed an 

understanding of the body’s lived-experience of ritual, identified as occurring – through the 

case study and analysis – embodied in ritual experiences. 

 

New theory – Conditions of Interiority Theory, Theory of Moments and Body-Interior 

Transactions Theory – emerged from a body of scholarly and creative work and was 

constructed through the design and construction of Rites de Passage. The Interior-Installation 

was a central aspect of the research process enabling theory to be tested out in an 

installation-based context. The ideas of threshold, passage, transition, liminal spaces and 

spaces of exclusion – as discovered through an analysis of ritual theory and spatial analysis of 

the interior spatial elements and qualities that emerged from the case studies of the 

Japanese bathrooms – directly related and responded to the design strategies implemented 

in Rites de Passage. The gallery visitor’s movement through the gallery spaces – designed in 

response to my understanding of an unfolding ritual situation – intended to heighten the 

body’s experience of transition and engender a sequential experience akin to the processual 

that emerged from the data analysis from the ritual case studies. Through the arrangement 

and ordering of space, the manipulation of interior elements and the structuring of bodily 

action through the sequence of gallery spaces, the design of Rites de Passage intended to 

heighten the gallery visitor’s experience of spatial practice through participation and 

engagement in an embodied performance as ritualised spatial practice. 
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CONCLUSION 

 

 

This thesis has explored, analysed and interrogated the hypothesised connection between 

interior and ritual. This has been achieved through a combination of literary scholarship on 

ritual and spatial discourses, embodied research through a series of case studies in Japan 

analysing the body’s lived performance and experience of cleansing rituals, and the creation 

of a spatiotemporal and immersive Interior-Installation constructed to test the developing 

theories in an installation-based context. The integration of theory and practice through the 

development of a multi-faceted and multi-dimensional research framework contributes to an 

understanding of ritual and interior design theories and practices. This research has filled a 

discursive gap in the existing ritual and spatial discourses regarding understandings of ritual 

space and it practices through an expanded interior dimension by analysing the experiential 

phases of ritual and the interior architectural elements that heighten the body’s lived 

experience of rituals thereby contributing new knowledge to the interior design field. 

 

The interior dimension has been integrated within a multi-faceted framework including the 

bodily, social, cultural, temporal and programmatic dimensions of ritual. The integration of 

the interior dimension into an analysis of ritual performances and experiences has revealed 

new insights on ritual, including the advancement and extension of existing ritual theories by 

re-interpreting and re-conceptualising existing ritual patterns, and exposing critical moments 

within ritual processes. Through the revelation of insights on ritual, new theories on the 

interior have been developed, including The Conditions of Interiority Theory, The Theory of 

Moments and theories on the shifting dimensions between body and interior that have the 

potential to play out and unfold during ritual performances (The Body-Interiors Transactions 

Theory). These theories explain how ritual is manifested through the interior through the 

interplay and structured composition of interior elements, including sequences of spaces, 

entrance transitions, thresholds, passages, boundaries, gaps, material, haptic and sensorial 

elements of the interior and reveal how the interior is a manifestation and significant part of 

ritual.  

 

Through this research three theories have been generated. Building upon the work of van 

Gennep and Turner the first theory (The Conditions of Interiority Theory) extends our 

understanding of the interior by reconceptualising the interior as a series of conditions.  
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The Conditions of Interiority Theory proposes that bodies experience the ritual process 

through sequentially structured interior conditions, similar to the pre-liminal, liminal, and 

post-liminal conditions first theorised by van Gennep and Turner. The sequence of conditions 

are; (1) interiorisation conditions; (2) within-ness conditions; and (3) afterward-ness conditions.  

These interior conditions structure narrative experiences in the interior and are manifested 

physically through entrance transitions, sequences of interior spaces, intimate and enclosed 

interior spaces, and interior passages marked by a series of interior thresholds.  

 

This theory implies that two types of transactions occur in heightened interior experiences: (1) 

structured narrative transactions (as stated above); and (2) a series of moments manifested 

through shifting relations between body and interior (The Theory of Moments). The Theory of 

Moments Theory proposes that through ritual processes, the body intimately and 

immediately experiences particular body-interior relations manifested through momentary 

and fleeting transactions. The nature of these transactions can be bodily, through physical 

interaction or sensorial encounters, or cognitive, through perception and intellectual 

understanding. Through these fleeting transactions the body is forced to engage, corporeally 

and cognitively, with the interior. These moments have a sense of immediacy, intimacy and 

presence, and thereby, when experienced, generate understandings of what an interior is 

and the body’s relationship and experience of interiority. For example, the transaction may 

evoke emotional or embodied cognitive responses, immediate shifts in understanding of the 

body or the interior; or the transaction may evoke a physical connection between the body 

and interior through touch, taste, smell, sound and/or vision. These moments in ritual are 

immediate, fleeting and engender affective responses. For example, the momentary contact 

between skin and interior surface engenders a temporal awareness of contact and connection 

between body and interior through a moment of touch. 

 

The integration of these two types of transactions, (1) structured narrative transaction and (2) 

series of moments manifested through shifting relations between body and interior, 

potentiates the construction of different experiences of interiority, ranging from the interior 

as perceived as a separate entity from the body, to the body perceiving itself as one-with the 

interior. The Body-Interior Dimensions theory proposes that the body’s sense of interiority, 

both physically and psychologically, changes during ritual and highlights how ritual alters the 

body-interior relationship. Five different dimensions were revealed in this research. These 

include; (1) Body and Interior  understood as separate entities, (2) Body/ Interior  in 
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active/direct participation (body is in relationship to the interior), (3) Body-Interior  

relationship (body becomes ‘part of’ the interior/sense of loss of body), (4) Body-in-Interior  

(state of immersion, sense of loss of the interior; the body experiences the interior without 

conscious recognition of its presence) and (5) Body-in-Interior  (secondary state of 

immersion, sense of loss of Body and Interior simultaneously). This theory contributes to the 

existing discourse on PER theories and contributes new theoretical knowledge through the 

addition of the fifth dimension that has not been discussed in the literature to date. 

 

Contemporary approaches to ritual by researchers including Tiwari, Bell and others have 

revealed a gap, prompting a new framework for interpreting the interior through the body’s 

intimate, immediate and embodied encounter and experience of the ritual processes 

performed in interiors. This inspired a new approach in this thesis to investigating the interior 

through an interrogation of the interior dimension of ritual. This in turn has led to the building 

of new theoretical and methodological frameworks, using alternative methods (other than the 

written medium) for recording the body’s lived experience of ritual and documenting the 

body’s occupation of the interior as an unfolding process. The mode of inquiry developed in 

Methodology: Ritual Practice through an Interior Architecture Lens, privileges the body’s in-

depth performance, active participation, immediate engagement and embodied immersion 

in ritual processes, as a way of generating data and developing understanding about the 

interior and its influence upon the body’s lived and subjective experience of the interior.  

 

The identification and analysis of tangible interior elements and their composition reveal that 

the interior not only aligns with and affirms the ritual process, but also accentuates that 

process physically, tangibly and materially. For example, interior elements including 

thresholds, entrance transitions, passages of separation and spaces of enclosure—facilitate 

immersion and the opening of liminal conditions. These liminal spaces, physically composed 

and manifested in particular ways, create interior conditions that heighten the body’s 

experience of the ritual process. This was demonstrated, in the case study, in the 

identification of interior passages of separation (corridors and staircases), entrance transitions 

and moments of isolation, thus revealing critical pre-conditions for the body’s experience of 

immersion, deep engagement, and union within the ritual process. Thus, through ritual, the 

body lives an experience of embodied connection to the interior.  
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The research has revealed interior conditions that structure narrative experiences in the 

interior, including: (1) processes of engaging in ritual (interiorisation); (2) experiences of 

being-in ritual (immersion and within-ness); and (3) processes of return and re-incorporation 

(temporal alteration and transformation). These conditions, discussed in Synthesis: Ritual and 

Interior Design Theories, were found to be embodied and manifested physically through 

entrance transitions, sequences of interior spaces, intimate and enclosed interior spaces, and 

interior passages marked by a series of interior thresholds.  

 

The interrogation of the intimate and emotional effects of the interior on the body engaged 

in ritual has revealed moments in the ritual process that respond to archaic human needs, 

instincts and desires. These raw human instincts include the human need for connection, 

engagement, immersion, assimilation, instinctual encounters (including sense of smell, touch, 

temperature), return to self, temporal change, alteration and transformation. These moments 

that respond to the body’s raw, instinctual forces and desires have been identified through an 

in-depth analysis of the interior dimension of ritual, which included the intimate and 

immediate details and relations between body and interior that occur in ritual.  

This research demonstrates than an in-depth and critical analysis of ritual reveals thematic 

aspects that are common to human experiences in interiors. For instance, how rituals re-

connect the body to aspects of the human condition, and what it means to be a human being 

– a human being with needs, desires and instincts – in relation to the interior. In the group of 

human instincts thus revealed there are linkages and similarities between disparate instincts 

whereby each is closely related and connected to notions of the interior and experiences of 

interiority. These include: 

 

§ The instinct for structure and coherent perception of its ordering, and a need to 

perceive parts of a interior situation that are thematically ordered and arranged 

meaningfully in a narrative sequence; that is, the desire to understand the parts of the 

situation in perceptible patterns, in order to grasp the totality of the interior situation. 

§ The need and desire for embodied participation and emotional engagement; that is, 

the body’s desire to engage in fleeting, intimate and immediate moments that 

engender affective responses. 

§ The need and desire for connection – the body’s desire to experience proximity, 

exchange and union. 
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§ The desire to engage in practices of separation, exclusion and interiorisation, 

through the defining of thresholds, boundaries, physical separation and isolation; to 

experiences intensities of immersion, alteration and return. 

§ The need and desire for meaningful interactions and authentic relationships; to 

experience belonging, immersion, intimacy and immediacy. 

§ The desire for instinctual relationships – touch, smell, temperature, haptic and 

material moments. 

§ The instinct to move, change, and to experience alteration and transformation. 

 

The outcome of this research has demonstrated how rituals, shaped and influenced by the 

interior, engender interior conditions, moments and body-interior dimensions that respond 

to this particular category of human instincts. This is demonstrated in the identification of: 

interior patterns revealing a common thematic ordering of ritual into a tripartite process of 

interiorisation (separation) within-ness (immersion) and afterward-ness (return); and moments 

(refer to page 158) where the body intimately and immediately engages with the interior, 

engendering affective and emotional responses, including fleeting, yet embodied 

experiences, for example, of isolation (page 164), connection (page 167), and loss (page 169). 

Further identified are liminal moments within the ritual, such as the moment of within-ness in 

the bath (refer to page 170), which respond to the body’s instinct and desire for experiences 

of deep connection, proximity and union with the interior. 

 

These ritual moments, such as the moment experienced in the bath, engender an emotional 

response. For example, in the bath the body may emotionally associate the bath with 

paradoxical notions of womb, coffin, life and death. The body’s desire to engage in practices 

of separation, exclusion and interiorisation are identified through an analysis of the body’s 

movement through multiple thresholds and boundaries as embodied in the ritual (page 150). 

Through the body’s engagement with each threshold, the body simultaneously experiences 

moments of isolation and physical separation, leading to intensified experiences of 

immersion. The return of the body back through thresholds evokes experiences of change, 

alteration and transformation, as evidenced in the moment of rising from the bath (the 

moment of re-birth, page 172) and the moment of return and re-incorporation (page 173). 

Finally, in ritual, the body’s desire for moments of engagement through instinctual 

relationships – moments of touch, smell, temperature and materiality – are identified through 

spontaneous responses to sensorial stimuli, as evidenced in moments of physical touching 
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(page 151) and the heightened experiences of smells and temperature (page 152). These 

physical, haptic and direct exchanges between the body and the interior are significant 

moments that are expressed and embodied in the ritual process. 

 

 

SUMMARY: THE CONNECTION BETWEEN INTERIOR AND RITUAL 

 

The integration of the interior dimension to an analysis of ritual has revealed and generated 

new ways to understand and describe ritual; that is, through the lens of the interior. This has 

produced new knowledge, through the development of new conceptualisations of ritual, that 

have generated new descriptions of the tripartite phases and stages of ritual, and new 

knowledge of the intimate and momentary details of ritual. These approaches have largely 

been neglected in anthropological and ethnographical approaches to ritual, which have 

focused on uncovering broad cultural meanings and the overall social significance of ritual. 

Thus, this research not only demonstrates a significant absence of the interior dimension 

within these studies, but it contributes new insights into ritual through the interior and its 

physical attributes that have not previously been described in either the theoretical or 

ethnographic literature to date.  

Ritual is revealed as manifested by interior conditions; ritual is made explicit through intimate 

body-interior moments; and new ways of understanding the dimensions of body-interior 

relations as they occur during ritual demonstrate how an in-depth analysis of the body’s 

experience of ritual has revealed an alternative way of looking at existing interior and spatial 

design theories.  

The exploration and interrogation of the proposed hypothesis at the beginning of this 

research—the hypothesised connection between interior and ritual—has generated a 

substantial body of information that not only contributes to the discipline of Interior 

Architecture through the development of new theories on the interior, but also adds 

knowledge to the field of ritual studies. The outcomes of this research make a significant 

methodological contribution to investigation of the interior, through seeing the body’s active 

participation, direct engagement and embodied immersion in ritual as a way of analysing the 

role and influence of the interior on everyday practices. This multi-dimensional 

methodological approach demonstrates an alternative mode of inquiry into the interior 
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through the body’s engagement in ritual situations, and its application to interior contexts is 

made evident. 

Finally, the significance of this research is evident in the theoretical contributions to the 

discipline of Interior Architecture that may influence the future practice and design of 

interiors. This research has demonstrated how interiors can be understood through ritual 

processes, and challenges existing discourses on the interior that have privileged interiors as 

rooms and backdrops, relying on existing discourses of form and function. The future design 

of interiors, through the frameworks developed in this thesis, may challenge these existing 

discourses by re-positioning the interior so that it is informed by notions of ritual, 

performance, process and transition, thereby extending upon existing spatial discourses and 

investigations of the interior.  

 

DEVELOPING PHILOSOPHY ABOUT INTERIORS AND IMPLICATIONS FOR FUTURE 

PRACTICE 

 

The theories developed in this thesis contribute different ways of thinking about the interior 

and offer new ways of practising interior design, by understanding interiors as processes that 

guide the body through transitional and transformational sequences. The ideas developed 

highlight how interiors can be designed through the creation of interior conditions and 

moments that construct different dimensions and experiences of interiority. This marks a 

significant extension and development on existing interior design discourses, which has 

previously positioned interiors as a purely physical entity, a container condition, or an empty 

volume to be furnishes and given functionality and purpose. The interior, positioned in this 

thesis as a dynamic process, an unfolding sequence of conditions and moments, privileges 

notions of ritual, passage, movement, performance, transition and change, thus contributing 

alternative ways of understanding the interior and the body’s experience of interiority. 

 

Future practice and design of interiors, situated within these developed frameworks, will 

challenge designers to think of interiors not as rooms, but as processes. This paradigm shift 

has the potential to open up different kinds of experience and facilitate different modes of 

occupation in interiors – occupations that evoke a multiplicity of relations between body and 

interior. 
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CONTRIBUTION AND SIGNIFICANCE 
 

A new approach to understanding interiors through active participation and direct 

engagement in ritual processes was conceived, developed and applied to real-world ritual 

situations. The data collected and analysed and the insights and theories generated in this 

research contribute new knowledge to the discourse of ritual and make significant theoretical 

and methodological contributions to the discipline of Interior Architecture. Through a 

combination of literary scholarship – the integration of ritual and spatial theories – embodied 

research and creative practice, this multi-layered dimensional approach to research on the 

interior has filled a discursive gap regarding understandings of ritual through an expanded 

interior dimension, contributing enriched understandings of ritual and contributing new 

theories to the interior design discipline.  

 

The development of a multidimensional framework enabled multiple aspects of a ritual 

situation to be understood by looking at the ritual performance from different viewpoints, 

including the interior, bodily, programmatic, temporal, social-cultural and theoretical 

dimensions. The research signposts new ways of investigating the interior by integrating 

ethnographic and performance-based frameworks with the discipline of Interior Architecture; 

the researcher may live and co-perform with participants in their interior spaces, actively 

engaging and performing rituals alongside them. This generates a distinct, enriched level of 

understanding of the interior that cannot be attained from objectified and distanced analysis 

of interiors.  

 

Significantly, this research has developed new ways of seeing the interior and the opening up 

of new ways of designing the interior. Positioning the original research proposition, the 

research approach and the research outcomes within the existing field of inquiry, this thesis 

offers original theoretical and methodological contributions to investigations of the interior 

that provoke new thinking, the enrichment and extension of existing ritual theories, and the 

generation of new theories on the interior. The critical continuation of the development of a 

critical interior discourse demonstrates the undeniable relevance of the field of Interior 

Architecture to contemporary society both now, and more importantly, in the future.  
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1 .  Project Summary  

This project aims to explore the ways interior space affects how people perform their daily rituals in the home. It 

looks at interior space, light, materiality and objects to see how these interior elements affect the way humans 

experience these spaces.  It seeks to explore how the body responds to and behaves in interior space and why. 

 

The outcome of this project is to have a better understanding of the relationships between interior spaces of the 

home and human occupation. It aims to contribute to existing information on how we design interior spaces. 

 

2 .  Research Quest ion  

This research aims to explore how interior space influences the performance of rituals. It seeks to understand how 

people experience, encounter and engage with space through their bodies and through performance.  

 

3 .  Project Outcomes  

The final outcome of this research will be in the form of a written document and an installation piece, that will help 

us better understand bodily (both physical and psychical) responses to interior spaces.  

 

4 .  Procedure and Analys is  

This project draws from an ethnographic methodology. It focuses on understanding the experience of two rituals; 

cleansing rituals in Japan and consumption rituals in Morocco. These cultural contexts were selected because they 

allow the researcher to gain a heightened experience of these specific rituals. This research therefore analyses the 

performance of these rituals as a way to understand the role of interior space. 

 

The procedure for each case study is as follows: 

 each case study will be conducted over a 3-4 week time frame.  

 within this time frame the researcher will stay with approximately 3 families in their home for 

approximately 4-7 days.  

 in each home stay the researcher will observe and participant in different rituals specifically related to 

cleansing (in Japan) and consumption (in Morocco). See table 1.0, Mapping Levels of Consent, for 

categories of rituals to be witnessed.  

 

In each home stays the researcher will collect data in the following order: 

1. firstly, as an engaged participant the researcher will perform ritual(s) without collecting data, but will write 

reflexively after the event in the form of post-phenomenological accounts. 

2. secondly, as a participant observer the researcher will both participate and observe ritual(s), taking 

photographs, recording videos and sound scapes and writing field notes in journal. 

3. thirdly, the researcher will then record (audio-tape) reflexive conversations with the participants. The 

outcome of these conversations is to establish a sense of how the participants perceive and experience 

their performance of the ritual(s). The anticipated nature of the types of questions to be asked may 

include, ‘what is the experience like for you?’ 

 

The data will be collected in the following manner: 

Photographs (applied ghosting technique) 

Video (up close gestures, for example, hand movements) 

Sound scapes (sensorial engagement with space) 

Notes/ field journals (reflexive descriptions of lived experiences – post-phenomenological accounts). 



 

On return to Perth the data will be analysed by examining the performance to reveal the role of space.  

Analysis will examine: 

 Interior space (spatial relationships, topography, light, shadow, materiality, form). 

 Body and movement (shapes, gesture, ways of moving). 

 Time (tempo, duration, kinesthetic response, repetition). 

 Emotion (bodily expression, emotional reactions, capacity, behaviour). 

 Ritual (structure, function, processes, experience, transitions). 

 

5 .  Role of the researcher  

Ethnographic research values placing the body of the researcher within the context she is studying to gain a greater 

understanding of the context. This allows the researcher to have an embodied experience as a way of knowing, 

which cannot be understood through just talking, listening and conversing with others. Participation in, and 

performance of, the rituals being studied can lead to a greater understanding of experiences. The role of the 

researcher in this rituals is thus to perform and enact another way of performing rituals.  

 

However the researcher must always consider the self in relation to others and her positioning within the culture 

being studied. Therefore it is essential for the researcher to determine what role(s) to play to ensure facilitation of 

the study and acceptance by the participants in the study, whilst avoiding problems of respect, protection, decorum 

and privacy. 

 

I am aware that sometimes my role, as data collector, will need to shift during the case studies to avoid problems of 

respect, protection, decorum and privacy. I will need to manage risks and minimize stress for the participants, by 

ensuring my data collection is conducted in the least possible unobtrusive manner. The manner in which I anticipate 

these shifts, in relation to data collection methods, is as follows: 

1. conversing and audio taping conversations → stop recording immediately if participant becomes 

uncomfortable.  

2. in depth participation →cease participating in ritual.  

3. participant observer → if I am causing significant changes as a result of being part of the setting, 

immediately change the method of data collection (for example from taking photographs to recording 

sound scapes where I do not have to be present in the room). 

4. observer → cease observing if participant becomes uncomfortable.  

 
After data collection I must ensure that: 

5. I collect data and secure it for the remaining time of the case study to ensure complete privacy and 

confidentiality of participants → keep all data in a locked suitcase with restricted access to me. 

6. participant’s pre, during, and post-research well being → talk with participants, confirm their well being. If 

they have problems or concerns, talk with them and resolve the problems.  

7. if I have recorded conversations → transcribe and play back to participants to ensure they are comfortable 

with what was recorded. I may need to eliminate/ delete sections if participant feels uncomfortable.  

8. analysis and representation of data is representative of what the participants expected → converse with 

participants and send them updates of data analysis and any changes and developments of data 

representation. 

9. if requested send a copy of the research findings to the participants → to make sure data is a true 

representation of the participants involvement and to confirm they are comfortable with what I am 

presenting as the final outcome of the research.  



 

 

6 .  Data col lect ion methods  

At all times I will ensure that the collection of data will avoid intrusion upon the personal affairs of the individuals 

within each family by: 

 

Data collection method: Data collection format: How to avoid intrusion: 

1. Unstructured/ reflexive 

conversations 

Audio taped  

Field notes in journal 

Do not record on audio-tape  

2. Engaged participant/ in-depth 

participation 

No data collection during ritual. 

Reflexive notes in journals post-

performance 

Acknowledge that I may not be able 

to participate in specific rituals.   

3. Participant observer Photographs 

Video 

Sound scapes 

Field notes in journal. 

Be aware that not all rituals can be 

observed or data collected. 

Acknowledge that this is entirely up 

to participants and that consent 

does not have to be granted 

upfront.  

I will respect the decisions of the 

participants at all times. 

 

7 .  Methods and types of r i tua ls to be witnessed (refer to table 1.0) 

 

8 .  Respect for contexts  

A significant amount of preliminary research has been conducted before the commencement of the case studies. This 

is to ensure that I, as the researcher, ensure ethical engagement with participants in ways that accord them due 

respect and protection. I have researched into the customs and beliefs of each culture. I will approach these case 

studies with respect knowing that gaining access to these people and their homes is a privilege. 

I am respectful of both Japanese and Moroccan cultural ways and practices. 

 

9 .  Travel partners .   

In Japan I will be accompanied by Glen James (56 years old).  

Relationship to researcher: Mother. 

Glen is currently a part time Japanese teacher in the Languages Department at St. Hilda’s Anglican School for Girls, 

Mosman Park, Western Australia. She has taught Japanese for 31 years and has lived in Japan for 2 years.  

Glen is accompanying me to Japan for the following reasons: 

1. speaks Japanese and therefore can translate for me. 

2. travels to Japan annually for school exchange visits and understands the public transport and train system. 

3. has long established relationships with all three families who we are staying with.  

 

In Morocco I will be accompanied by Sam Jefferies (male, 23 years old). 

Relationship to researcher: Partner. 

Sam is currently studying Commerce/ Economics and Architecture at the University of Western Australia.  

Sam is accompanying me to Morocco for the following reasons: 

1. having a male presence for security and protection, particularly in public places (markets, souks).  

2. accompanying me during all home stays where the families unknown to me, unlike in Japan. 



 

 

10. JAPAN. 

10.1 .  Clar i f icat ion of types of r i tua ls .   

 Taking off shoes. 

 Washing of hands (home/ temples/ shrines). 

 Grooming (brushing of teeth). 

 Full body cleansing (scrubbing and soaking). 

 Ryokans with private open baths. 

 Temple cleansing (spiritual and purification rituals). 

 Public hot springs/ public onsens. 

 

10.2 .  Descr ipt ion of the nature of r i tua ls .  

Rituals that will be performed and observed will potentially include naked, semi-naked or clothed participants 

engaged in quite non-intimate (taking off shoes) and intimate (full body cleansing) activities.  

 

No minors to be involved.  

 

10.3 .  Descr ipt ion of the part ic ipants .  

For privacy and ethical reasons the identification of families by names will be changed to family A, B and C. 

JAPAN: FAMILY A FAMILY B FAMILY C 

Composition Two adults (husband and 

wife) 

Two adults (husband and 

wife) 

Four adults (mother, 

father, son and daughter) 

Ages Husband and wife over 50 

years of age 

Husband and wife over 50 

years of age 

Mother and Father over 

50 years of age, son 24 

years of age, daughter 22 

years of age. 

Gender Male and female Male and Female Two males and two 

females 

 

10.4 .  Clar i f icat ion of three home stays 

 All three families have agreed to have me and my mother (Glen James) stay with their family in their 

homes for a short period of time (approximately 4-7 days). 

 All these relationships have been established for over 20 + years.  

 All participants have been made aware that there are different categories of rituals to be witnessed, and 

are able to consent to all, none or some of the rituals being observed.  

 As the researcher I am also aware that the participants can change their mind at any time during the case 

study, and that my research must shift to cater for this changes.  

 In Japan, the majority of the observations will be of females only. This is to ensure my security and 

protection whilst conducting data collection. 

 

 

 

 

 

 



 

11. MOROCCO. 

11.1 .  Clar i f icat ion of types of r i tua ls .  

 Traveling to markets to buy produce. 

 Preparation of ingredients (kitchen). 

 Process of bringing the food to the table. 

 Rituals before eating/ sharing/ dividing of food (prayers). 

 Consumption and eating of food. 

 Public, market food/ street food 

 Pubic restaurants. 

 

11.2 .  Descr ipt ion of the nature of r i tua ls .  

Rituals that will be performed and observed will potentially include both private acts (women preparing food) and 

public acts (family coming together to consume and share the food). They will also be private and public in the 

nature of the location of these rituals, for example, in the context of the family home and in the context of public 

spaces such as the souks (market places). 

 

The social nature of some of these rituals means that minors may be involved as part of the family performing the 

ritual, for example, at dinner. In these cases, the primary subjects to be observed are the adult participants. Minors 

may still have the option to participate, but they will not be the focus of these study. If minors are involved, adults will 

need to give consent first. If there are children and/ or adolescents involved, they will be given the option not to 

participate even if their parents have agreed. 

 

11.3 .  Descr ipt ion of the part ic ipants  

For privacy and ethical reasons the identification of families by names will be changed to family A, B and C. 

MOROCCO: FAMILY A FAMILY B (Series of four 

homestays in riads (traditional 

Moroccan hotels) inside the 

medina (the walled city centre) in 

Marrakesh and Fes). 

FAMILY C 

Composition Three adults (husband, wife 

and grandmother)  

All adults Three adults (husband and 

his two sisters) 

Ages All adults over 50 years of 

age 

All adults ranging from 25 to 

over 50 (no minors present) 

All adults between 25-50 

years of age 

Gender One male and two females Male and famale One male and two females 

 

11.4 .  Clar i f icat ion of three home stays 

 Sam and I will be staying paid guests in Morocco.  

 Initial organizing and contact has been made via emails. 

 We are in the process of arranging three home stays in Fes, Marrakech and Tighza Valley (Tighza Valley is 

predominately occupied by traditional Berber families). 

 All participants have been made aware that there are different categories of rituals to be witnessed, and are able 

to consent to all, none or some of the rituals being observed.  

 As the researcher I am also aware that the participants can change their mind at any time during the case study, 

and that my research must shift to cater for this changes. As paying guests I understand that this not does entitle 

us rights to observe and collect data. 

 

 



 

 

 

12. Trans lated consent  

To ensure that participants have the fullest possible knowledge of what is involved in this research, I will send both an 

information sheet (translated into their language, either Japanese of Arabic) and a consent form (translated into their 

language, either Japanese or Arabic). 

 

Both the information sheet and consent form have been translated to Arabic and Japanese by NAATI (National 

Accreditation Authority for Translators and Interpreters) credited translators, through WAITI (Western Australian 

Institute of Translators and Interpreters).1 

 

Please see: 

Information sheet and consent form translated in Japanese by certified translator (see appendix 2.3 and 2.4). 

Information sheet and consent form translated in Arabic by certified translator (see appendix 2.5 and 2.6).  

 

13. Posit ion of minors  

There will be no minors directly involved in study. There has been no deliberate recruitment of minors, or families 

with minors. However if there are children in the families (only possible in Morocco as there are no minors in 

Japanese home stays), then consent will be obtained from the parents. If there are children and/ or adolescents 

involved, they will be given the option not to participate even if their parents have agreed.  

 

If minors are involved in the Moroccan case studies they will not be involved in any rituals classified as level 3 

engagement. They may participate at level 1 and level 2, but minors will not be the focus of this study (for levels of 

engagement see Table 1.1 Mapping Levels of Consent). 

 

14. Consent across cultures   

All measures have been made to ensure the participants are fully aware of their involvement in this research. This has 

been done through the translation of information sheets and consent forms to either Japanese or Arabic.  

 

This research uses methodological techniques drawn from ethnographic and anthropologic fieldwork, including 

participation, participant-observation and interviews (conversations).  These methods are used frequently in cross-

cultural based research. Ethnographers and anthropologists who conduct fieldwork in other places within other 

cultures apply these methods to gain experiential, embodied ways of knowing, unobtainable by other methods.  

 

By placing the researcher’s (their) body in ‘other’ places and spaces, ethnographers and anthropologists ensure they 

carry out fieldwork in ethical ways. Researchers must be careful to reduce any risk to themselves and other 

participants before, during and after the research process. Researchers must also: 

 avoid harm or wrong doing. 

 respect the well being of other humans. 

 deal with issues such as the management of risk, protection, privacy and confidentiality. 

 the process and methods of obtaining informed consent from each participant. 

 ensure safety during research. 

 

                                                        
1 NAATI (National Accreditation Authority for Translators and Interpreters) is the industry standard in translator qualification and 
the only qualification formally recognized for translators and interpreters in Australia. In all languages in which NAATI conducts 
accreditation tests (i.e. most languages) we employ translators holding NAATI professional accreditation. 



 

The process of obtaining informed consent across cultures is extremely important. Each participant must be made 

fully aware and informed of the nature, procedures, risks and benefits involved in the research and that their 

participation be not coerced or forced. The participant must be aware that involvement in the research is completely 

voluntary. Being aware of everything the research entails ensures ethical conduct is established and maintained 

between human interactions across cultures. 

 
15. Clar i f icat ion of d i f ferent levels of engagement  

 Level 1: basic level with consent (without observing or images, can include audio-taped conversations). 

 Level 2: mid level, specific informed consent by participants (the least intrusive data collection and post 

performance field notes, the least things you can do to get enough data and get the research done). 

 Level 3: highest level, specific consent granted for participation at highest level (unknowable next step). 

 

16. Managing sh i f ts in research.   

I am aware that: 

 participation in this research is completely voluntary, and participants may change their minds.  

 participants are at liberty to withdraw at any time without prejudice or negative consequences.  

 a participant is at all times free to withdraw consent to further involvement in the research.  

 

I will therefore manage these shifts in research by: 

 discussing with participants about what is making them feel uncomfortable. 

 discuss what ways to alter/ make changes to how the research is carried out. 

 discuss with participant how I can minimize their stress or concern. 

 if nothing can be done to resolve the situation, I will cease conducting the case study in the home. 

 

17. Pr ivacy of part ic ipants .   

The privacy, confidentiality and anonymity of participants are a priority at all times in this research. To ensure privacy 

of participants, the following measures will be taken: 

 

 de-identifiable information at all times, no identifiable personal information through ghosting technique (see 

appendix, 1.1, 1.2 and 1.3).  

 to ensure anonymity of participants, any identifiable elements including images of people and their 

identifiable surroundings will be rendered unidentifiable through post-blurring techniques. 

 Hami James will be the custodian of the information used during the research and during case study to be 

kept secure and safe at all times in locked suitcase.  

 the data collected will at all times be coded and stored in locked filing cabinets with highly restricted access 

to ensure the privacy, security and confidentiality of the participants.  

 data will be stored in a secure location (Curtin University for 3 years). 

 access to data will be restricted to student and supervisor. 

 data will only be used for the purposes as described in the information sheet. 

 the proposed method of publication (thesis and installation piece) will not include identifiable people, their 

surroundings or their names. 

 participant’s names will be referred to by a pseudonym in any publications arising from the research. 

 

 

 

 



 

18. Nature of photographs.  

The nature of the photographs, particularly the images of cleansing rituals, is not of an explicit, sexual, nature. Rather 

the images aim to capture a moving, sensing body in space that is of a gestural nature, rather than explicitly capturing 

a real body moving through space (see appendix 1.1, 1.2 and 1.3) 

 

 

19. Appendix .  

 

1. NATURE OF PHOTOGRAPHS. 

1.1 Photograph trials. 

1.2 Pilot study photographs. 

1.3 Cleansing ritual trial photography. 

 

2. CONSENT AND INFORMATION SHEETS TRANSLATED. 

2.1 Information sheet for persons participating in a research project (English). 

2.2 Consent form for persons participating in a research project (English). 

2.3 Information sheet for persons participating in a research project (Japanese). 

2.4 Consent form for persons participating in a research project (Japanese). 

2.5 Information sheet for persons participating in a research project (Arabic). 

2.6 Consent form for persons participating in a research project (Arabic). 

 

 



TABLE 1.1 MAPPING LEVELS OF CONSENT 
 
Consent to participate at a certain level. 
1. Level 1 basic level. 
2. Level 2 mid level. 
3. Level 3 highest level. 
 
 
 
 

 
 
 

 
Post-phenomenological accounts tell us how something of how group members perceive and experience their performance of rituals. 

Methods Data 
collection 
format 

Taking 
off 
shoes 

Washing 
of hands 
(home/ 
temple/ 
shrines) 

Grooming 
(brushing 
of teeth) 

Full body 
cleansing 
(scrubbing 
and 
soaking) 

Ryokans 
with 
private 
open 
baths 

Temples 
(spiritual 
and 
purification 
rituals) 

Public 
hot 
springs/ 
onsens 

Traveling 
to 
markets 
to buy 
produce 

Preparation 
of 
ingredients 
(kitchen) 

Process 
of 
bringing 
the food 
to the 
table 

Rituals 
before 
eating/ 
sharing/ 
dividing 
of food 
(prayers) 

Consumption 
and eating of 
food 

Public / 
market 
food 
street 
food 

Public 
restaurants 

Unstructured/ 
reflexive 
conversations 
(post-
phenomenological 
accounts, ‘what is 
the experience like 
for you?’ 

Field notes/ 
journals 
(audio-
taped). 1 1 1 1 1 1 1 1 1 1 1 1 1 1 

Engaged 
participant/ in-
depth 
participation 

No data 
collection 
during ritual. 
Reflexive 
notes/ 
journals 
post-
performance. 

1 1 1 2 1 1 1 2 2 2 2 2 1 1 

Participant 
observer 

Photographs 
Video 
Soundscapes 
Field notes/ 
journals 
 

2 2 2 3 3 3 N/A 3 3 3 3 3 2 2 

CASE STUDY: JAPAN CASE STUDY: MOROCCO 

CATEGORIES OF RITUALS TO BE OBSERVED 
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APPENDIX. 
 
1. NATURE OF PHOTOGRAPHS 
 
1.1 Photograph tr ia ls .  
All photographs below have not been edited in any way. They are true representations of the raw, 
unedited and untouched image that has not been altered for purposes of re-presentation. 
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1.2 Pi lot study photographs.  
All photographs below have not been edited in any way. They are true representations of the raw, 
unedited and untouched image that has not been altered for purposes of re-presentation. 
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1.3 Cleansing r itual tr ia l  photographs.  
All photographs below have not been edited in any way. They are true representations of the raw, 
unedited and untouched image that has not been altered for purposes of re-presentation. 
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2. CONSENT AND INFORMATION SHEETS TRANSLATED 

2.1 Information sheet for persons participating in a research project (English). 

2.2 Consent form for persons participating in a research project (English). 

2.3 Information sheet for persons participating in a research project (Japanese). 

2.4 Consent form for persons participating in a research project (Japanese). 

2.5 Information sheet for persons participating in a research project (Arabic). 

2.6 Consent form for persons participating in a research project (Arabic). 
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School of Built Environment/ Department of Architecture and Interior Architecture 
 
 
Information sheet for persons part ic ipat ing in a research project 
 
 
PROJECT TITLE THE PERFORMANCE OF THE INTERIOR 
RESEARCHER HAMI JAMES 
UNIVERSITY CURTIN UNIVERSITY 
PROGRAM DOCTOR OF PHILOSOPHY 
ENROLLING AREA DEPARTMENT OF ARCHITECTURE AND INTERIOR 

ARCHITECTURE 
SUPERVISORS DR DIANNE SMITH & DR LYNN CHURCHILL 
 
 
THE AIMS OF THE PROJECT: 
 
My name is Hami James and I would like you to help me with research I am doing as part of my Doctor 
of Philosophy work at Curtin University. 
 
I want to look at the way the inside of your house affects the things you do in your house each day.   
 
I will be looking at colour and light, what things are made of and what objects are used to see how 
people use and experience spaces in their home.  
 
Through this project I hope to get a better understanding of how people use spaces in their homes. I 
hope that by understanding how people use the spaces in their homes I will be able to show how the 
interior of homes can be designed better. 
 
WHAT YOU CAN DO TO HELP. 
 
The first thing I ask is that you let me stay with your family in your home. 
I will be a guest, but also be observing how you live. 
 
You may give consent to which rituals are observed and which rituals I can participate in.  
I would like in particular to observe the little rituals of things you do everyday, such as: 

! taking off shoes at your front door. 
! washing of hands. 

 
I would also like to observe other cleansing rituals including: 

! personal grooming, for example, brushing of teeth. 
! full body cleansing, for example, scrubbing and soaking in ofuro. 
! bathing in Ryokans. 
! spiritual forms of cleansing, for example, rituals at temples. 

 
Any time that you do not want me to take photographs, videos, sound recordings or write notes in my 
journal, please tell me and I will stop. 
 
This project has different parts for each ritual. You may give consent to al l , some or none of the 
following data collection techniques: 
1. Talk with me about your experience after you perform a ritual that I have not observed. 
2. Talk with me about your experience after being observed. 
3. Allow me to observe you performing a ritual by taking notes and photographs. 
4. Allow me to participate in a ritual by either performing a ritual by myself or within a group. 
 
You are not required to change how you perform any of the rituals but are asked to perform rituals just 
as you would on any day.  
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PARTICIPANT CONFIDENTIALITY AND SECURITY OF INFORMATION. 
 
All the data I collect will be non-identifiable. All images of you or your identifiable surroundings will be 
blurred through a ghosting technique I apply to all my photographs. I have provided examples of the 
types of photographs I will be taking on the following page. 
 
You and your homes will be kept completely confidential in my research. At all times I will ensure your 
dignity, security and personal privacy is maintained. 
 
At all times I will securely store the data and I will be the only person to access the data. 
 
On return to Perth, Western Australia, I will store the data in coded and locked filing cabinets at my 
university campus, Curtin University. Access to the data will be highly restricted to my supervisors and me 
only.  
 
All data will be destroyed after three years.  
 
 
EXAMPLES OF THE TYPES OF PHOTOGRAPHS I WILL BE TAKING: 
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STATEMENT OF PARTICIPATION 
 
Your participation in this project is completely voluntary. You may withdraw from this project at any time 
without prejudice or negative consequences. 
 
RISKS/ BENEFITS TO PARTICIPANTS 
 
Every effort will be taken to ensure you suffer no physical harm or risk. However, if you feel 
inconvenienced or discomfort due to my presence or privacy infringement, tell me and I will immediately 
stop the research or make significant changes. 
 
If you feel at risk at any time, you are at liberty to withdraw at any time without negative consequences. 
 
RESEARCHERS CONTACT DETAILS 
 
Researchers name: Hami James 
Researchers university: Curtin University 
Researchers program: Doctor of Philosophy 
Enrolling area: Department of Interior Architecture 
Email address: hami_jd@hotmail.com 
Phone number: 0403462339 
 
CURTIN UNIVERSITY HUMAN RESEARCH ETHICS COMMITTEE DETAILS 
 
Name: Human Research Ethics Committee 
Email address: hrec@curtin.edu.au 
Phone number: (08) 9266 2784 
Address: Office of Research and Development 

Curtin University of Technology 
GPO Box U1987 
Perth, Western Australia 6845 

 
CONFIRMATION OF ETHICS APPROVAL 
 
Application for Ethical Approval of a Research Project involving Humans (Form A) has been approved by 
the Curtin University Human Research Ethics Committee:   ! yes   ! no 
 
Project meets ethical requirements and is granted approval: 
 
 
 
Signature:       
 
 
Name of reviewer:     Date:      
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School of Built Environment/ Department of Architecture and Interior Architecture 

 
 
Consent form for persons part ic ipat ing in a research project  
 
 
 
PROJECT TITLE THE PERFORMANCE OF THE INTERIOR 
RESEARCHER HAMI JAMES 
UNIVERSITY CURTIN UNIVERSITY 
PROGRAM DOCTOR OF PHILOSOPHY 
ENROLLING AREA DEPARTMENT OF ARCHITECTURE AND INTERIOR 

ARCHITECTURE 
SUPERVISORS DR DIANNE SMITH 

DR LYNN CHURCHILL 

 
 
Name of participant:     
 
1. I consent to participate in this project, the details of which have been explained to me, and I have been 

provided with an information sheet to keep. 
 
2.  I understand that after I sign and return this consent form it will be retained by the researcher. 
 
3. I understand that my participation will involve conversations and observation and I agree that the 

researcher may use the results as described in the information sheet.  
 
4. I understand that this project has different parts. I also understand that I may give consent to all, some or 

none of the following: 
 

A) Talk with the researcher about my experience after I perform a ritual that the researcher has not 
observed. 
B) Talk with the researcher about my experience after being observed. 
C) Allow the researcher to observe me performing a ritual by taking notes and photographs. 
D) Allow the researcher to participate in a ritual by either performing a ritual by herself or within a group. 
 

You may give consent to which rituals are observed and which rituals I can participate in:  
 

 A B C D 
taking off shoes at 
your front door. 
 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 

washing of hands. 
 
 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 

personal grooming, for 
example, brushing of 
teeth. 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 

full body cleansing, for 
example, scrubbing 
and soaking in ofuro. 
 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 

bathing in Ryokans. 
 
 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 

spiritual forms of 
cleansing, for example, 
rituals at temples. 

! yes   ! no ! yes   ! no ! yes   ! no ! yes   ! no 
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5. I acknowledge that: 
 

(a) the possible effects of participating in the conversations and observation have been explained to my 
satisfaction; 

 
(b) I have been informed that I am free to withdraw from the project at any time without explanation or 
prejudice and to withdraw any unprocessed data I have provided; 

 
(c) the project is for the purpose of research; 

 
(d) I have been informed that the confidentiality of the information I provide will be safeguarded subject 
to any legal requirements; 

 
(e) I have been informed that with my consent the conversations will be audio-taped and I understand 
that audio-tapes will be stored at Curtin University and will be destroyed after three years;  

 
(f) my name will be referred to by a pseudonym in any publications arising from the research; 

 
(g) I have been informed that a copy of the research findings will be forwarded to me, should I agree to 
this. 

 
 
I consent to conversations being audio-taped            ! yes   ! no 
(please tick) 
  
 
I wish to receive a copy of the summary project report on research findings        ! yes    ! no 
(please tick) 
 
 
 
 
Participant signature:      Date:      
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	   INTERIOR ANALYSIS OF 
MOORES GALLERY 
INTERIOR SPACES: 
IDENTIFICATION OF INTERIOR 
ARCHITECTURE ELEMENTS 
 

 
 
GROUND FLOOR                                 FIRST FLOOR 

 
SEQUENCE OF SPACES: 
MULTIPLICITY OF SPACES 
 
THE GALLERY SPACES 
UPSTAIRS ARE MADE UP OF 
FOUR LARGE INTERIOR 
SPACES EACH VARYING IN 
SIZE AND DIMENSION. 
I WILL USE EACH OF THESE 
SPACES IN THE CREATION OF 
AN INTERIOR NARRATIVE 
THROUGH THESE SPACES, 
AND WORK WITH THE TWO 
STAIRCASES THAT I FEEL 
‘FRAME’ THE SEQUENCE 
THROUGH A MARKED 
BEGINNING AND END. 
 
+ SEQUENCE AND FLOW OF 

SPACES 

+ SERIES OF SPACES 

+ SERIES OF THRESHOLDS 

 

	   	  

CROSSING THE BOUNDARY/ THRESHOLD 	  

 
ENTRANCE: BOUNDARY 
CONDITION 
 
ENTERING INTO THE GALLERY 
(UPSTAIRS) IS VIA THE FRONT 
ENTRANCE AND THEN A 
STAIRCASE TO THE RIGHT AS 
SOON AS YOU ENTER.  
FROM WHERE YOU ENTER THE 
MOORES GALLERY (GROUND 
FLOOR) YOU CANNOT SEE 
ANY OF THE UPSTAIRS 
GALLERY SPACES UNTIL YOU 
HAVE REACHED THE TOP OF 
THE STAIRS.  
LEVEL OF ANTICIPATION. 
 
+ A POINT OF SEPARATION 
+ THRESHOLD/ BOUNDARY 
CONDITION 
+ ANTICIPATION 
+ SEQUENCE OF INTERIOR 
SPACES 
+ INSTINCT TO MOVE 
+ENTRANCE TRANSITION 

 



	  

	   	   	  
	  

 
STAIRCASE TO UPSTAIRS 
GALLERY SPACES: 
 
+ ELEMENTS OF REPETITION 

+ RHYTHM / STAIRS 

+ SENSE OF ENTRANCE TRANSITION 

UP/ INTO ANOTHER WORLD 

+ EVOKES THE START OF A JOURNEY 

+ A BEGINNING 

 

	  

 
INTERIOR SPACE 1: 
 
+ TRANSITIONAL SPACE 

+ IN-BETWEEN SPACE: EVOKES 

FEELING OF TRANSITION BETWEEN 

SPACES 

+ PASSAGE-LIKE, EVOKES MOVEMENT 

BETWEEN SPACES 

+ MOVEMENT INTO ANOTHER SPACE 

 

	  

	  

 
INTERIOR SPACE 2: 
 
+ LARGE RECTANGULAR ROOM 

+ SENSE OF SCALE 

+ SENSE OF PERIPHERY AND CENTER 

(THE EYE IS FIRST DRAWN TO THE 

EDGES OF THE SPACE AND THEN TO 

THE CENTER) 

 

+ ALL THE INTERIOR SPACES HAVE 

EXPOSED WOODEN BEAMS 

+ TEXTURE/ ATMOSPHERE/ DARK/ 

MOODY 

+ DARK WOODEN FLOORS 

 

This room is positioned directly over the 
kitchen and café below. Both the heat and the 
smells rise up between the cracks in the 
floorboards. The sound from the kitchen 
travels up from into this space. Although 
there is a sense of enclosure and containment 
in this space, there also feels like a sense of 
visual and sensorial slippages into and from 
other spaces (the gallery below, smells and 
sounds ‘creeping’ up from below).  

 



	  	  	  	  	  	   	  
	  

	  
	  

 
* Note: to get to space 3, the body 

must transition back through 

space no. 2 

 

INTERIOR SPACE 3: 

 

+ THIS SPACE EVOKES A SENSE OF 

TRANSITION (LIKE SPACE 1, I FEEL AS 

THOUGH THIS SPACE IS AN ‘IN-

BETWEEN’ SPACE (A SPACE BETWEEN 

SPACES). 

+ PASSAGE-LIKE 

+ THE EXPOSED WOODEN BEAMS 

ABOVE EVOKE SENSE OF MOVEMENT 

AND DIRECTION 

+ BEAMS EVOKE FEELINGS OF 

REPETITION 

 

	  

 
INTERIOR SPACE 4: 
 
+ THIS SPACE IS LIKE SPACE 2, A 

SPACE OF CONTAINMENT AND STASIS – 

A GROUNDING - RATHER THAN SPACE 1 

AND 3 THAT EVOKE A SENSE OF 

PASSAGE AND TRANSITION 

 

+ THIS SPACE EVOKES FEELINGS OF 

IMMERSION AND CONNECTION 

 

+ I FEEL AS THROUGH, WHILST IN THIS 

ROOM, THAT THIS IS THE MOST 

‘ISOLATED’ OF THE GALLERY SPACES 

 

+ THE BODY’S SEQUENTIAL 

TRANSITION THROUGH THE UPSTAIRS 

GALLERY SPACES COMES TO A 

MOMENT OF STASIS IN THIS ROOM, A 

MOMENT OF PAUSE? 

 



	  

	  
	  

	  

 
STAIRCASE DOWN: 
 
+ THE STAIRCASE DOWN IS 

LOCATED IN INTERIOR SPACE 3.  

+ THE WOODEN STAIRCASE 

EVOKES MOVEMENT AND A SENSE 

OF DEPARTURE. 

+ EXPERIENCES OF RETURN AND 

RE-INCORPORATION. 

 

	  

	  

	  

 
MOORES INTERIOR: 
 
+ SEQUENCE OF SPACES 

+ SERIES OF THRESHOLD 

+ SENSE OF FLOW AND 

TRANSITION THROUGH THE 

INTERIOR 

+ POSSIBLE DESIGN OF MOMENTS 

IN EACH OF THE SPACES/ 

MOMENTS OF CONNECTION, 

GROUNDING AND IMMERSION. 
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F O R E W O R D  

 

On entering a room, what is it that makes one feel within the place, 

surrounded, contained, and potentially connected or immersed? Many 

researchers and designers have explored the notion of the interior as a 

backdrop, a setting, a container, a sequence, a performance and as an 

experience. The sense of interiority cannot exist without the relationship 

between a person and the environment—it can only be experienced though 

connections constructed bodily, emotionally and / or intellectually. When 

people inhabit, it involves not only spatial dimensions but also time—that is the 

act of living extends and recalls past and present aspects to capture anticipated 

realities while concurrently drifting towards the pending future. Over time, 

through multiple experiences, people may become sensitised to their 

surroundings, experiencing it with a heightened potency; or in contrast, they 

may drift into an ‘unconscious’ existence where their surroundings are no 

longer noted and the significance of their daily acts is no longer realised. In 

order to interrogate this slippage, Hami James has sought to investigate daily 

rituals and to reveal how the interior plays a role. Concurrently she has also 

sought to allow the nature of the interior and interiority to unfold through the 

research. 





This installation—as a series of moments—positions the visitor within her 

construction of the identified process that is embodied within the concept of 

an everyday ritual. The visitor may view the objects, see the inside, be 

encapsulated in the interior, as well as construct a personal sense of interiority. 

The installation enables you to read it in a variety of ways. Firstly as a series of 

events, secondly as a representation of James’ unfolding of the experience of 

ritual, as well finally, as a critique on the way we do or do not engage in the 

everyday as part of contemporary society.

The role of the interior in such readings is ever present.

 



Associated Professor Dianne Smith

Head of Interior Architecture

School of Built Environment





Rites de Passage: An Interior-Installation is an exhibition composed of eight 

‘moments’ at the Moores Gallery that is PhD candidate Hami James’ invitation 

to the gallery audience participant to experience the essence of her research, 

an investigation of the human body in ritual situations. In particular, James’ 

work focuses on ways in which the construction of ‘interior’ may affect the ritual 

to “heighten, amplify and encourage the body into a state of liminal 

transformation” – a liberating mental slippage after which, perhaps temporarily, 

we see the world from new viewpoints. 

 

Working within the methodological framework of Performance Ethnography, 

James spent time in Japan immersing herself in an archaic ritual of the human 

body: bathing. Her personal experiences, encounters, interviews, 

conversations, documentation and photography have been transformed into 

the construction of the eight moments intended to first challenge her audience 

participants’ perceptions via our senses and then orientate us within her 

particular discourse.



James’ discourse may be understood as a quest for meaning in everyday life. 

Informed by her reading of Henri Lefebvre, Michel de Certeau, Arnold van 

Gennep, Victor Turner, Sigmund Freud and Michel Foucault et alia, James 

considers spatial, temporal, psychological and physical relations between the 

body and the ‘interior.’ There are social, political and cultural undertones in her 

critique of the value of contemporary human experience.

 

Now, James’ process, her thinking, searching, analysis and immersion has been 

synthesised, abstracted and crafted in the form of this series of eight 

experiences, through which we, the participating audience have been invited to 

move: a transformation.

 



Dr. Lynn Churchill

Department of Interior Architecture

School of Built Environment





P R O V O C AT I O N  

 
Preconceived ideas of interiors and notions of interiority have long privileged 

the enclosure, the room, the static and the contained. Yet these understandings 

of interior spaces are being challenged due to contemporary and new 

theoretical ideas on the nature of human occupation in time and space. There 

is an undeniable shift occurring that is repositioning and extending the 

discipline of Interior Architecture from the decoration and furnishing of rooms 

to the design of experiences, conditions and ‘moments.’ These shifts in 

understanding are not only producing new ways of thinking about the interior, 

but are further providing the inspiration to explore new ways of designing 

interiors that consider notions of the temporal, the transitory and the 

transformational. We shall no longer perceive interiors as a ‘box’ or room, but 

rather as the experience of transition through processes and passages.





I N T E R I O R  S I T U AT I O N S  



Over my years of research I have been questioning the nature of human 

occupation in interior spaces. How do human beings occupy the interior? What 

is the nature of this occupation? By challenging the idea of being located in a 

particular time and space, I have come to understand that we occupy the 

interior through a series of ritual situations, and that these situations occur 

through the intersections of time, activity and the interior. Rather than being 

located, we are constantly occupying the interior through a process of re-

situation; a process that involves the continuous flow in and out of everyday 

situations in which the body is required to act, to perform, to do. Thus, the 

interior is composed of a series of situations that are temporarily occupied by 

the body and that constantly engage the body in a process of activity.

 

The individual is subject to a permanent process of reorientation...he 

 [or she] is caught up in an uninterrupted process of letting go and 

 taking grasp again. No individual is able to evade this dynamic of 

 change, the development it engenders, and its transience. Being 

 entangled with space involves being continually immersed in its 

initiation, the process of becoming.1 

 

These everyday situations—these processes of immersion and becoming—are 

structured and ordered by the interior. The interior puts the body into motion, 

into a state of transition both physically and psychologically. Each situation is 

further segmented into a sequential, tripartite program that is experienced 

narratively by the body through phases of beginnings (marked by moments of 

separation and rules of engagement), a middle (emphasised by moments of 

deep engagement, immersion and states of flow), and an end (marked by the 

return of the body to a previous state).

Of particular interest to my research, and of significance to this Interior-

Installation, is the unfolding of these interior situations through these three 

phases and the opening up of new spatial and temporal conditions that arise 

momentarily between the beginning and end of each interior situation. 

 

It is this theory of interior situations that I seek to interrogate through this 

Interior-Installation. What I hope to evoke is a rethinking of how we occupy 

interior spaces, not only through temporal events and interior situations, but 

also through processes of engagement, transition and immersion. I further seek 

to illustrate that the nature of these processes are transitory and ephemeral, 

and that they are constituted by moments of deep engagement, shifting 

temporalities, and heightened moments of connection and participation 

between body and interior.

 

In today’s contemporary society, with all its rush (bodies constantly ‘on the 

move’), routes (bodies making tracks from ‘here to there’) and ritual (bodies 

routinely performing everyday acts), we must reengage and reconnect with 

what we are doing and the experience of that doing. We must rethink ways to 

heighten the experience of occupation by addressing notions of duration, time, 

embodiment and immersion. When we achieve this, we will design interiors 

that reflect the very nature of human existence, rather than deny it. 





A the o ry  o f  i n t e r i o r  o c c upa t i on  
  In 1909 the French ethnographer, Arnold van Gennep, coined the term ‘Rites 

de passage’ to describe a ritual event that marks the body’s transition and 

transformation from one state to another. Van Gennep identified that these 

ritual events were structured into a tripartite program involving phases of 

separation, liminality and reincorporation.

 

Van Gennep’s theory, when repositioned within an Interior Architecture context, 

offers new ways of thinking about and explaining human occupation. 

Repositioning this theory opens up questions pertaining to the role and 

significance of the interior in relationship to the ritual process theorised by van 

Gennep. Two central questions arise. Firstly, as rituals always occur and are 

situated in a specific time and space, what is the role of space on the 

performance of rituals?  Secondly, in light of the transformative aspects of ritual, 

what role does the interior play in facilitating, encouraging or inducing bodily 

experiences of transition and transformation?

 

I argue that the interior provides the conditions for the unfolding of ritual 

situations, thus the interior potentially affirms the ritual process itself. It does so 

in the following way. Through the intersection of the interior with time and 

activity, a situation arises, that like a choreographed event, involves specific 

rules, temporal rhythms and a specific ordering and sequence.

 

The interior engages the body in this sequence through a rite of separation (a 

crossing of a boundary, a moment of departure, a sense of removal or ‘break’), 

marking the beginning of the sequence. Just as a dancer know his or her steps, 

or a Buddhist monk knows that way he must 



R I T E S  d e  P A S S A G E  

engage in meditative practice, or a soldier’s awareness to the rules of engagement, 

the body becomes aware and focused on the situation. By concentrating on the 

rules and the order of the process, the body restructures its consciousness to the 

immediacy of the situation.

 

This disciplined process of engagement facilitates transition into states of 

immersion and flow. The body now enters into the liminal phase, where moments of 

deep engagement are simultaneously experienced alongside moments of 

creativity, play, ambiguity, anti structure, and emptiness. In this liminal phase new 

temporal conditions arise that whilst still contained within the boundaries, seek to 

challenge and contest the very structure that contains it. The body transitioning 

through the ritual process now occupies a no-mans land, a “betwixt and between” 

position engaged in a process of transformation. These temporal conditions 

provide a space open exclusively for change.

 

The interior ‘guides the body through the ritual process, heightening the body’s 

experience of performing. It does so through the interior qualities and materiality 

(the body’s sensorial engagement with light, temperature, atmosphere, scent, 

texture, sounds), shifting body-interior relations (the rhythm and pace of movement, 

the body in motion, the body grounded, the body held momentarily in stasis), and 

the physicality of the interior (its form, arrangement, scale and volume).

 

Thus the unfolding of the ritual situation acts as a vehicle for reconnecting and 

reengaging the body with the interior. From these temporal but deep engagements 

the body undergoes a temporal process of transformation. It marks its final stages 

of its process of becoming by reaching a state of transformation and difference, a 

state that is both temporal and ephemeral. The body returns changed in some way 

or form through a process of reincorporation, marked by the departure of the body 

from the interior space in which it has just performed.





Time, activity and the interior have provided the conditions for the situation to 

unfold and for the body to not only experience transition, but also 

transgression and transformation.

 

The interior plays a significant role in heightening the body’s experience of 

transition through both the manipulation, arrangement and ordering of space 

and the orchestration and structuring of bodily action. It is the very order and 

power of the interior that has the potential to affirm, rather than deny the ritual 

process—to heighten the body’s consciousness to what it is doing and the 

experience of that doing. The interior has the potential to transform everyday 

situations into spectacular performances.

 

I therefore put forth an argument that it is the tripartite structuring of the 

situation, manifested within and affirmed by the interior, that induces the body 

into a passage of transition, and which further transgresses the body into states 

of deep immersion and flow. In the unfolding of the situation new temporal 

conditions arise that are fluid and dynamic, as well as meaningful and 

significant, and result in the body’s transformation. Thus the paradox of ritual 

situation is that the very structure and order of the situation is the facilitator for 

states of fluidity and flow; structure stimulates moments of anti structure, the 

presence of order induces moments of disorder. Therefore the openings of new 

temporal conditions arise, not only as a response to power relations, but as a 

consequence of order and structure. Thus it is in the relationship between 

structure and process that the power and influence of the interior is revealed. 
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D E S C R I P T I O N  O F  M O M E N T S  

1  S E P A R A T I O N  


The act of entering into an interior, of separating oneself from the outside 

world, evokes physical and psychological feelings of detachment and removal, 

as well as the anticipation of entering into another world. The simple act of 

taking ones shoes off marks a rite of separation, a gesture that heightens arrival 

and the crossing of the boundary between exterior and interior.


2  D I S C P L I N A R Y  P A S S A G E  


The body now enters into a highly regimented and disciplined process of 

engagement. In this moment I explore the power relations that exist between 

the body and the situation that it engages in. The body’s awareness to the 

situation—the rules, the order and the structure—evokes restructuring and 

focusing of consciousness in the immediacy of the situation.







3  T E R R I T O R I A L  P A S S A G E  


Based on Hasegawa Tohaku’s famous Japanese painting, ‘Pine Trees’, this 

moment evokes movement across a territorial passage—the movement of the 

body from one space to another. Expressed in Tohaku’s painting is the 

Japanese concept of ‘Ma’, meaning a gap, a pause, the in-between. What is of 

significance within this painting, is not the pine trees themselves, but the gaps

—the spaces of emptiness—that are created between them.

 

In this moment, the body moves to occupy the in-between in a state of 

transition. Heightened by the sounds of crunching leaves under foot, the 

fragrance of Japanese hinoki wood, and the atmospheric conditions that seek 

to capture the conditions of the moment between night and the dawn that 

breaks its darkness, walking through this space one experiences transition.







4  P R I M O R D I A L  P L A Y P I T  


In this moment I explore the intimate and immediate connection between body, 

interior and activity. By lowering and grounding the body on the floor, I seek to 

heighten ones sense of being located in space and time, of occupying and taking 
ownership of a ‘territory’, creating boundaries and dynamic tensions between ones 

own body and other bodies. Here I seek to create a paradoxical situation by 

simultaneously evoking an awareness of proximity, boundary and control, with a 

sense of connectedness and ‘the collective’ through an act of playing and touching 

a shared substance.

 
Immersed in this moment of collective play the body is induced into an affective 

state of flow, a moment of deep engagement, induced by an immersive sound-

scape of rhythmic trance-like beats. The bodies engaged in activity, reminiscent of 

animals eating shared prey, evoke animalistic, primordial and infantile sensations 

through the act of playing, touching, creating and destructing. 
 

After the act, the body is left with the scents of exotic spices (paprika, cumin, clove), 

warm wood tones of cedarwood, infused with animalic tones and scents of dirt, 

incorporated into and onto the surface of their skin. Through this process of 

incorporation — something external to the body now becomes, temporarily, a part 

of it — ones awareness to both the body and its exterior / interior boundaries is 
heightened.









5  F L O W  


When we transition through the interior we experience passages of flow. These 

passages are in-between and liminal conditions where the body is put into a 

state of transition, it is neither one thing nor another, it is caught occupying the 

middle. The crossing of a threshold, an ambiguous, ‘no-mans’ land, marks this 

transition. In this moment the experience of traversing the threshold is 

heightened. By physically splitting apart the panels of fabric, which increasingly 

build in texture, intensity and quantity, the body is able to transition through 

the passage. As the body moves through the passage the distance between 

the panels decreases, creating by the end of the passage a suffocating 

threshold condition, where finally, the body is expelled and released into a 

black void of emptiness. 


6  W O M B  


In this moment two themes are evoked. Firstly, the theme of emptiness as 

understood through the Japanese concept of ‘Ma’, and secondly, the 

paradoxical and opposing concepts of destruction and creation. In his book 

titled ‘White’, Kenya Hara speaks of the concept of emptiness as a feeling of 

fullness that is found in nothingness. Emptiness and voids are not indeed 

empty, but are full of potentiality and possibility. Here I make a connection to 

Sigmund Freud’s ‘death drive’. Freud argued that one of the human drives is a 

desire to return to an inanimate state, a state that is not in fact death itself, but 

a previous state similar to that of emptiness or nothingness. Before we may 

create ourselves we must start with an ‘empty’ state, the body must deconstruct 

in order to reconstruct and create itself.

This theme of emptiness is explored in this moment through the creation of a 

uterus, womb-like condition, evoking a sense of absorption and envelopment. 

The darkness creates a loss of boundary and the atmospheric fog creates a 

floating sensation within the space. The body temporarily occupies this space, 

held in a moment of darkness and emptiness, before it is ‘reborn’ in a state of 

white.







7  S T A T E  O F  W H I T E  


It is difficult to sustain the purity of white because it is so easily contaminated; 

its beauty strikes us with such power because of our painful awareness of its 

transience.2


In ritual situations the body transforms into something it is ordinarily not. This is 

the power of ritual — the body transitions from one state to another state 

engaging in a process of becoming something other. The attainment of this 

new state is marked by feelings of joy, satisfaction, happiness and fulfillment. 

However, in everyday ritual situations this state of transformation and difference 

is only temporal and cannot endure. When we engage in cleansing rituals, we 

wash the body, we cleanse ourselves, and the end result leaves us feeling ‘new’, 

cleansed, and pure. But as soon as we are clean, we become dirty again. 

Kenya Hara wrote that ‘Life comes into this world wearing white, but it begins 

to acquire colour the instant it assumes concrete form and touches the earth, 

like a yellow chick emerging from a white egg. White is delicate and fragile. 

From the moment of its birth it is no longer perfectly white, and when we touch 

it we pollute it further, though we may not realise it. Yet all the more because of 

this, it stands out clearly in our consciousness.’3 


2 | 3 Kenya Hara. 2007. White. Zurich: Lars Muller Publishers 

The influence of Hara’s writing is strongly felt in this installation, particularly in 

this final moment. His concept of white has led me to question the temporality 

and impermanence of white, especially in light of ritual transformation. This 

final moment is composed of white magnolias chosen because of their 

significance and meaning as flowers of purity, perfection, but also transience. 

Often sent on the occasion of a birth in Japan, white magnolias are associated 

with new life and birth. Over the duration of this installation the magnolias will 

eventually start to decay, this process quickened by people who touch and 

‘contaminate’ the whiteness of their petals. This process of decay highlights the 

nature of life; the cyclical processes of life and death, of growth and decay and 

the processes of creation and destruction.

 

It is through the experience of this moment that I seek to embody my 

understanding of the human condition as understood through everyday 

situations. As human beings we engage in processes of change and transition, 

we transform ourselves temporarily, and then we return to a previous state 

because our state of temporal transformation cannot endure. The human 

condition is therefore as much about transience as it is impermanence. As 

human beings we occupy the world in continuous states of becoming, always 

followed by states of decay.





8  R E T U R N  


“We shall not cease from exploration 

 And the end of all our exploring 

Will be to arrive where we started 

And know the place for the first time.” 

—T.S. Eliot, Four Quartets



When we allow a situation to unfold, when we experience the moments that 

temporarily rupture that process, when we reach a state of ‘white’, and then 

experience a state of decay, we have experienced the true nature of human 

existence. We have truly experienced occupation.






The  na tu r e  o f  human  occupa t i on  

 
Human existence and occupation is temporal and processual. We occupy the 

world, and the interior, in a series of transient situations that are based upon 

ritualised relationships of comings and goings, arrivals and departures, 

reengagements and disengagements. We are constantly resituating ourselves 

in processes and passages where our occupation is based more around time 

and a sense of unfolding, rather then a sense of being located. 

 

 Within these ongoing passages and intersections, replacement 

attends to the moments and sites of grounding, where bodies linger 

 temporarily in spaces with each other, and where the conditions for 

spatial situation are conceived through specific material negotiations 

between mobility and stasis.4

 

It is the interior that gives rise to the conditions for spatial situation, for the 

experience of heightened situations, and the affirmation of ritual situations. 

Thus the role of the interior is not only to give order to process, but to further 

structure action and to allow the unfolding of situations within the interior and 

over time.





4 Jennifer Johung. 2012. Replacing Home. London: University of Minnesota Press 

D E S I G N I N G  C O N D I T I O N S  

 

The  fu tu r e  o f  i n t e r i o r  a r ch i t e c tu r e 


The future direction of interior architecture is the design of interior conditions. I 

believe that future designers in this field will design conditions, rather than 

things, objects or rooms, prioritising experience and relations and thus shift the 

way we think about designing for human occupation. As well as designing for 

heightened experiences and transformational moments, designs must envisage 

conditions that go beyond the norm or the everyday. By this I mean that interior 

conditions have the power to transport the body to experience the surreal, the 

playful, the infantile, the intellectual, the sensorial and the sensual; conditions 

that reconnect and reengage the body to the interior in meaningful and 

authentic ways. The future of interior architecture lies in the possibility of 

envisaging, designing and constructing new conditions that will create 

significant and meaningful relationships between body and the interior, and the 

body’s experience of occupation in the interior.
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