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1		INTRODUCTION	

Architectural	 Photography	 spans	 a	 wide	 range	
of	subjects,	intenCons	and	applicaCons.	Its	sub-
jects	 can	 be	 buildings,	 rooms	 or	 architectural	
details.	Yet,	like	the	discipline	of	architecture,	it	
can	be	expanded	to	include	streetscapes,	build-
ing	 complexes	 and	 campuses,	 seKled	 land-
scapes	and	the	city	 itself.	Architectural	photog-
raphy	takes	the	built	environment	as	its	subject,	
yet	 can	 also	 set	 constructed	 works	 in	 natural	
context.	When	design	takes	space	as	its	materi-
al	with	which	 to	 compose,	 spaCal	paKerns	 can	
be	 found	 almost	 anywhere.	 Similarly,	 architec-
tural	photography,	as	image-making	from	space,	
can	 be	 extended	 to	 include	 traces	 of	 human	
occupaCon	 in	our	 infrastructure	and	 in	Nature.	
Architectural	photography	is	oNen	thought	of	as	
a	 profession	 in	 service	 to	 clients	 ranging	 from	
architects,	to	real	estate	marketers,	to	a	variety	
of	 print	 and	 digital	 media	 sponsors—or	 it	 is	
thought	 of	 as	 a	 tool	 for	 historic	 or	 uClitarian	
documentaCon.	 However,	 buildings	 and	 built	
environments	are	also	the	subjects	of	
arCsCc,	 interpreCve	 and	 expressive	
images,	either	for	personal	delight	or	
as	 fine	 art	 for	 exhibiCon	 and	 sale,	
disCnct	 from	 the	 professional	 com-
merce	of	the	architectural	trade.	
	 How	 can	 one	make	 sense	 of	 this	
diversity?	What	 is	 architectural	 pho-
tography	 today?	 Using	 an	 integrally-
informed	 approach,	 this	 arCcle	 at-
tempts	 to	 untangle	 and	 explain	 this	
quesCon,	 from	 both	 the	 perspecCve	
of	architect	and	of	photographer.	

2		EXAMPLES	OF	FOUR	
PHOTOGRAPHERS	

As	 a	 beginning,	 let	 us	 consider	 four	
diverse	 black	 and	 white	 examples	
from	 the	 history	 of	 American	 archi-
tectural	photography	in	the	20th	cen-
tury	 and	 see	 if	 in	 a	 general	 way	we	
can	shed	light	on	their	varied	impuls-
es.	

2.1		The	Objec>ve	Photo:	Walker	Evans	

The	ma\er	of	art	in	photography	may	come	
down	to	this:	it	is	the	capture	and	projec>on	of	
the	delights	of	seeing;	it	is	the	defining	of	
observa>on	full	and	felt.”	  
	 –	Walker	Evans	

Evans,	 an	 influenCal	 photographer	 of	 the	 20th	
century,	 might	 be	 considered	 an	 heir	 to	 the	
documentary	 tradiCon	 of	 Eugene	 Atget’s	 work	
in	Paris.	Rather	than	the	urban	themes	of	Atget,	
Evans	 mainly	 focused	 on	 the	 American	 rural	
vernacular	culture.	This	photograph	(Fig.	1)	was	
one	 of	 a	 series	 of	 images	 of	 African-American	
churches	 captured	 while	 working	 for	 the	 U.S.	
Farm	 Security	 AdministraCon	 during	 the	 Great	
Depression	 years.	 Robert	 Elwall	 characterizes	
Evans	as	having	“the	capacity	to	convey	the	no-
bility	of	 the	unassuming,”	having	an	“emphasis	
on	 meCculous	 descripCon”	 and	 employing,	
“classical	 reserve”(Elwall,	 2004,	 p152).	 Evans	
avoided	deliberate	arCsCc	effects,	extreme	per-
specCves	and	overt	emoCons.	 

The	Integral	Lens	—	�2

Fig.	1			Rural	Church,	Beaufort,	S.	Carolina.	Walker	Evans,	1936
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rolling	 the	 viewer	 in	 a	 cultural	 story,	 an	 inter-
subjecCve	 dialogue.	 Photography	 in	 this	 case	
sits	 inside	 a	 second-person	 view,	 a	 perspecCve	
of	“we,”	where	the	built	environment’s	meaning	
takes	priority.	
	 Hedrich’s	editorial	architectural	photography	
takes	as	its	basis	a	different	inter-objecCve	con-
text,	 the	 socio-economic	 systems	 of	 the	 archi-
tectural	 profession	 and	 the	 building	 market.	
From	 this	 perspecCve,	 architectural	 pho-
tographs	have	value	to	the	extent	the	they	for-
ward	the	success	of	architects,	building	owners,	
developers,	 and	 publishers;	 these	 images	 are	
products	set	in	a	complex	plural	systemic	world	
of	“its.”	
	 These	 varied	 and	 disCnguished	 approaches	
are	examples	of	one	of	 several	 frames	 that	we	
can	now	give	a	more	precise	 formulaCon	using	
Integral	Theory.		

3		INTEGRAL	ARCHITECTURE	

Integral	 Theory	 as	 defined	 by	Wilber	 has	 been	
applied	 to	 the	 fields	 of	 educaCon,	 medicine,	
psychology	 and	 psychotherapy,	 business	 and	
management,	 poliCcs	 and	 governance,	 socially	
engaged	 spirituality,	 consciousness	 studies,	

ecology	 and	 sustainability,	 human	 rights	 and	
minoriCes,	art	and	 literary	theory,	architecture,	
and	 city	 planning.	 Below	 we	 present	 an	 intro-
ducCon	to	architecture	using	the	four	quadrants	
of	the	Integral	model.	
	 The	 four	 fundamental	 perspecCves	 repre-
sent	 different	 knowledge	 domains	 that	 are	 al-
ways	 integrated	 within	 the	 discipline	 of	 archi-
tecture	(Fig.	5).	It	is	useful	before	jumping	in	to	
an	 integral	 view	 on	 architectural	 photography,	
to	take	a	look	at	how	these	perspecCves	inform	
architecture	 itself.	 DeKay	 (2006)	 first	 proposed	
an	 integral	 approach	 to	 architecture,	 later	 de-
veloped	 more	 fully	 in	 Integral	 Sustainable	 De-
sign:	 transforma>ve	 perspec>ves	 (2011),	 from	
which	the	following	is	adapted.		

3.1		The	Perspec>ve	of	Behaviors		

The	 upper-right	 perspecCve	 is	 the	 individual-
objecCve	 value	 sphere.	 PracCConers	 take	 the	
viewpoint	of	 science	and	engineering;	 it	 is	em-
pirical.	 It	 values	 what	 can	 be	 measured	 and	
weighed.	 It	 is	 concerned	 with	 how	 buildings	
work	and	perform,	their	funcCons,	parts,	details	
and	elements.				

	 	 	 	 From	the	perspec>ve	of	Behaviors	
(UR),	the	design	ques>on	is,	How	
shall	we	shape	form	to	maximize	
performance?	From	this	
perspec>ve,	good	form	minimizes	
resource	consump>on	and	while	
maximizing	performance.		

3.2		The	Perspec>ve	of	Systems		

The	 lower-right	 perspecCve	 is	 the	
inter-objecCve	value	sphere	where	
parts	are	related	into	wholes.	Prac-
CConers	 take	 the	viewpoint	of	 the	
complex	 and	 social	 sciences.	 Ecol-
ogy	rather	than	physics	is	oNen	the	
model,	 but	 architecture	 itself	 is	
quite	at	home	here	in	its	own	right,	
as	 a	 discipline	 that	 orders	 form	
based	 on	 resolving	 a	 complex	 set	
of	issues.	

From	the	perspec>ve	of	Systems	
(LR),	the	design	ques>on	is,	How	
shall	we	shape	form	to	guide	flow	
and	fit	to	context?	From	this	
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perspec>ve,	good	form	solves	for	spa>al	
pa\ern	by	crea>ng	structure	in	the	built	
environment	that	best	accommodates	its	
internal	and	contextual	processes,	both	
social	and	natural.		

3.3		The	Perspec>ve	of	Cultures		

The	lower-leN	perspecCve	is	the	inter-subjecCve	
value	 sphere	 where	 meaning	 is	 generated	 out	
of	 shared	 interacCon	with	 others.	 PracCConers	
interpret	 architecture’s	 meaning	 and	 generate	
new	cultural	communicaCons	using	the	symbol-
ic	 language	 of	 design.	 This	 viewpoint	 includes	
the	stories,	myths	and	narraCves	that	we	make	
significant	about	the	built	environment.			

From	the	perspec>ve	of	Cultures	(LL),	the	design	
ques>on	is,	How	shall	we	shape	form	to	
manifest	meaning?	From	this	perspec>ve,	good	
form	reveals	and	expresses	consequen>al	ideas	
and	places	people	into	rela>onship	with	each	
other	and	with	nature.		

3.4		The	Perspec>ve	of	Experiences		

The	 upper-leN	 perspecCve	 is	 the	 singular	 sub-
jecCve	value	sphere	in	which	architects	focus	on	
individual	 occupants’	 interior	 sensaCons,	 feel-
ings,	 emoCons,	 consciousness,	 responses	 and	
aestheCc	 experience.	 Of	 architecture’s	 “firm-
ness,	commodity	and	delight,”	it	 is	delight.	This	
perspecCve	 also	 can	 be	 used	 to	 examine	 the	
designer’s	own	intenCons	and	experiences.		 	

From	the	perspec>ve	of	Experiences,	(UL),	the	
design	ques>on	is,	How	shall	we	shape	form	to	
engender	occupants’	experiences?	From	this	
perspec>ve,	good	form	orchestrates	rich	human	
experiences.	In	its	highest	form,	it	creates	
centering	places	conducive	to	self-aware	
transforma>on	in	which	we	can	become	most	
authen>cally	who	we	are.	

3.5		Mul>ple	Perspec>ves	

One	of	the	purposes	of	using	mulCple	perspec-
Cves	 is	 to	make	 sure	 nothing	 significant	 is	 leN	
out.	Buildings	of	course,	always	 funcCon	 in	 the	
world	 (UR),	 have	 a	 socio-economic	 and	 envi-
ronmental	 context	 (LR),	 have	 occupants	 with	
experienCal	 interiors	 (UL),	 and	 get	 interpreted	
by	their	own	culture	and	by	other	cultures	(LL).	
Architecture	 is	 at	 once	 a	 science,	 an	 art	 and	 a	
discipline	of	the	humaniCes.		

One	way	to	explore	the	mulC-perspecCval	con-
diCon	 of	 architectural	 photography	 is	 by	 using	
the	 above	 four	 value	 spheres	 as	 our	 subject	
maKer,	 as	 our	 photographic	 injuncCons—to	
look	 for,	experience	and	photograph	 from	each	
of	the	four	perspec>ves—in	order	to	produce	a	
comprehensive	 communicaCon	 and	 expression	
of	a	building.	A	second	way	to	explore	the	mul-
C-perspecCval	 condiCon	 of	 architectural	 pho-
tography	 is	 by	 combining	 the	 above	 four	 ap-
proaches.					

4		THE	FOUR	PERSPECTIVES	OF	INTEGRAL	
PHOTOGRAPHY	

An	 integrally-informed	approach	to	architectur-
al	 photography	 also	 requires	 “touching	 all	 the	
bases,”	 that	 is,	 taking	 a	 comprehensive	 view	
from	 these	 four	 fundamental	 perspecCves.	 In	
the	paper’s	opening,	we	used	photographic	ex-
amples	 to	 illustrate	 the	 concerns	 that	 emerge	
from	“viewing	 from”	each	of	 the	 four	perspec-
Cves.	 Now	 we	 can	 explore	 with	 greater	 preci-
sion	the	four	quadrants	of	architectural	photog-
raphy.	 Karatzas	 (2006)	proposed	 the	first	 inter-
pretaCon	of	the	four	perspecCves	for	photogra-
phy.	Figure	6	is	an	evoluCon	of	that	iniCal	work.		

4.1		Photographer’s	Consciousness,	“The	Eye”		

(upper-leV	quadrant,	interior	/	individual	
perspec>ve)		

The	simplest	way	to	understand	this	perspecCve	
is	by	considering	the	viewpoint	of	the	individual	
photographer’s	 self.	 The	 UL	 domain	 encom-
passes	aspects	such	as:	 individuals’	percepCon,	
original	 photographic	 impulse	 and	 intenCon,	
intuiCon,	 insight,	 self-expression,	 truthfulness	
and	 authenCcity,	 vision,	 spontaneity	 and	 free-
dom,	state	of	mind	(concentraCon,	mindfulness,	
awareness,	 etc.),	 aspiraCon	 and	 moCvaCon,	
self-discipline,	and	 the	development	of	of	pho-
tographic	consciousness.	

4.2		Photographic	Product,	“The	Frame”		

(upper-right	quadrant,	exterior	/	individual	
perspec>ve)		

Here	one	considers	 the	photograph	as	a	physi-
cal	object,	and,	as	we	will	see	later,	the	technol-
ogy	of	producCon.	The	UR	domain	encompass-
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es	 aspects	 such	 as:	 composiCon,	 proporCon,	
rhythm,	 symmetry,	 balance,	 tonality,	 form,	 co-
herence,	structure,	novelty,	repeCCon,	simplici-
ty/complexity,	 and	 the	 the	 discipline’s	measur-
able	and	observable	features.			

4.3		Photography	Culture,	“The	View”		

(lower-leV	quadrant,	interior	/	collec>ve	
perspec>ve)		

Culture,	manifesCng	worldviews,	 sets	 the	 intel-
lectual	 and	 interpreCve	 context	 for	 photogra-
phy.	 The	 LL	 domain	 domain	 encompasses	 as-
pects	 such	 as:	 arCsCc	 styles	 and	 movements,	
cultural	 background,	 historical	 recepCon	 and	
criCcism,	 situated	 viewer	 responses,	 explaining	
theories	 and	 photographic	 influences,	 photo-
graphic	values	and	ethics,	imagisCc	communica-
Con,	 meaning	 and	 symbolism,	 legiCmacy	 and	
appropriateness,	and	worldviews.		

4.4		Photographic	Systems,	“The	Prac>ce”	

(lower-right	quadrant,	exterior	/	collec>ve	
perspec>ve)	

In	 the	 LR	domain	one	 considers	 aspects	of	 the	
social	 and	 economic	 context	 of	 photographic	

work,	 such	 as	 presentaCon	 and	
exhibiCon,	 producCon,	 publicaCon	
and	 distribuCon,	 the	 client	 brief,	
the	 business	 of	 pracCce,	 regula-
Cons	 and	 intellectual	 property	
rights,	 the	 exchanges	 of	 informa-
Con	 and	 knowledge,	 insCtuCons	
and	 networks,	 and	 poliCcal	 and	
environmental	condiCons.		

4.5		Mul>ple	Perspec>ves	

These	 perspecCves	 are	 parCal	
views	on	the	holisCc	endeavor	that	
is	 the	 photographic	 phenomenon.	
The	 perspecCves	 are	 both	 disCnct	
and	ever-present.	Indeed	there	are	
journals	 and	 schools	 of	 thought	
aKached	to	each	of	the	four	major	
perspecCves.	 In	 the	 introducCon	
we	 looked	at	 four	authorial	 exam-
ples	starCng	from	a	different	inten-
Con/vision	 and	 producing	 images	
that	illustrate	the	four	perspecCval	

disCncCons.	 Wilber’s	 integral	 map	 is	 not	 a	
framework	 to	 fragment	 them	 though,	 but	 in-
stead	 to	 show	 their	 co-creaCon	 and	 co-exis-
tence.		

“[…]	the	technically	correct	view	is	that	all	four	
dimensions	arise	simultaneously	and	tetra-
evolve.	No	quadrant	is	ontologically	prior	or	
primary.	Nor	is	any	quadrant	actually	“in”	or	
“within”	another	quadrant.”	  
	 —Ken	Wilber	(2006)		

	 For	example,	taking	the	four	perspecCves	on	
architecture	we	can	noCce	 that	a	set	of	 spaCal	
intenCons	 in	 the	 designer’s	 consciousness	 (UL)	
corresponds	 to	 a	 parCcular	 set	 of	 measurable	
building	typology	and	formal	composiCons	(UR),	
which	 corresponds	 to	 a	 specific	 mode	 of	 pro-
ducCon	 and	 programming	 (LR),	 which	 in	 turn	
corresponds	 to	 an	 architectural	 theory	 or	
movement	(LL)	set	within	a	cultural	disciplinary	
narraCve	discourse.	
	 Similarly,	 in	 photography,	 a	 photographer’s	
aestheCc	 vision	 (UL)	 usually	 correlates	 with		
parCcular	equipment	and	techniques	employed	
(UR),	 which	 corresponds	 to	 a	 socio-economic	
context	(fine	art	vs.	editorial,	etc.),	which	corre-
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sponds	 to	 a	 photographic	 meaning	 within	 a	
worldview	 of	 operaCve	 injuncCons	 and	 values	
(LL).	

4.6		Four	Kinds	of	Ques>ons	

Wilber	makes	the	point	that	each	quadrant	can	
be	 accessed	 through	 the	 use	 of	 parCcular	
methods	 of	 inquiry,	 tools,	 precepts,	 pracCces,	
and	 operaCve	 injuncCons	 that	 define	 and	 give	
rise	 to	 the	 vision	 that	 each	 perspecCve	 offers.	
One	 way	 to	 disCnguish	 and	 contemplate	 the	
four	 quadrants	 of	 photography	 is	 to	 ask	 four	
kinds	of	quesCons:		

1.	 UL:	The	Eye	
• How	do	I	feel	about	this	photograph?	
• What	is	my	intenCon	in	making	this	image?	
• How	does	the	viewer	experience	the	photo-
graph?	

2.		UR:	The	Frame		
• What	is	the	subject	of	this	photograph?	
• How	was	this	image	made?	
• What	are	the	composiConal	elements	 
and	relaConships	present	in	the	picture?	

3.		LL:	The	View		
• What	story	does	this	photograph	tell?	
• What	is	the	meaning	of	this	image?	
• What	influenced	its	producCon?	

4.		LR:	The	Prac>ce	
• How	is	this	photograph	a	part	of	a	larger	 
whole?	

• In	what	social	or	economic	context	was	this	
image	produced?	

• To	whom	does	the	photo	belong?	

The	Integral	Lens	—	�8

Self  
Perspective [UL] 

“The Eye”

Cultures  
Perspective [LL] 

“The View”

Behaviours  
Perspective [UR] 
“The Frame”

Systems  
Perspective [LR] 
“The Practice”

The  
Photographer 

• Interpretation of the 
building 

• Intentions in producing 
the work

• Schools and theories 

• Associates and stylistic 
influences 

• Photographic ethics 
• Worldview on arch. & 

photography

• Skills and applied 
knowledge 

• Behaviors 

• Physical preparation, 
bodily health 

• Context of practice: 
profession, hobby, etc. 

• Purpose of photos: 
journalistic, artistic, etc. 

• Economics of  clients, 
galleries, publishers

Making the  
Photograph

• Preparations, long and 
short term 

• Experiences during  
production 

• In-process awareness  

• States of consciousness

• Relationships with 
clients 

• Permissions and 
constraints

• Methods and 
techniques of 
shooting  

• Software, post-
processing, printing 

• Equipment and 
technology

• Location and logistics 

• Time frame to shoot 
• Legal issues, copyright

The  
Photograph 

• Captures individual 
experiences 

• Conveys the building’s 
aesthetics 

• Embeds photographer’s 
consciousness and 
intentions

• Events and rituals in 
inhabited space 

• People 

• Telling the building’s 
story or myth 

• Decoding the building’s 
symbols

• Composition 

• Individuals’ behavior 
in space 

• Building details and 
parts  

• How buildings work: 
function, construction

• Social patterns in space 
• Wholeness and buildings 

in contexts 
• Conveying hierarchy, 

holarchy, and 
architectural order

Viewing the  
Photograph

• Building’s aesthetics 
• Communication of  

building experience 
• Reception of intentions 

& content 
• Experience as object, 

art or instrumental

• Building as a ritual 
setting 

• Interpreting meaning in 
intellectual/ cultural 
context  

• Reading building’s 
communication 

• Conditions of display 
and viewing 

• Print vs. digital 
• Observable or 

measurable 
characteristics: 
contrast, grain, etc.

•  Economic/ social setting 
for viewing: marketing, 
gallery, book, classroom, 
online, etc.

Fig.	7			Some	aspects	of	the	four	perspec>ves	on	Integral	Architectural	Photography
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(2005),	 and	 values	 in	 the	 Spiral	 Dynamics	 sys-
tem	of	Don	Beck	and	Christopher	Cowan	(1996).	
		 One	 explanaCon	 for	 the	 different	 ideas	 of	
both	 architecture	 and	photography	present	 to-
day	 is	 that	 mulCple	 worldviews	 are	 operaCng	
simultaneously	 in	 contemporary	 society	 and	
that	 these	 worldviews	 hold	 different	 perspec-
Cves,	employ	different	 languages	and	have	dif-
ferent	values.		
	 Worldviews	 can	 be	 thought	 of	 as	 levels	 of	
developmental	complexity	manifesCng	from	the	
Cultures	PerspecCve	 [LL	quadrant].	The	disCnc-
Cons	 and	 historic	 progression	 from	 the	 Tradi-
Conal/pre-Modern	era	to	the	Modern	era	to	the	
Postmodern	era	are	 familiar	 to	most	architects	
and	 photographers.	 These	 are	 grand	 cultural	
currents	that	form	the	background	and	intellec-
tual	 context	 of	 individual	 pracCConers,	 also	
working	 inexorably	 to	 influence	 the	 LR	 socio-
economic	 contexts	 of	 pracCce.	 What	 is	 less	
clear	 to	 many	 is	 that	 the	 external	 formal	 and	
stylisCc	expressions	of	arCsCc	and	architectural	
movements	are	correlated	with	developing	col-
lecCve	worldviews.		

7		WORLDVIEWS	AS	MANIFESTED	IN	
ARCHITECTURAL	PHOTOGRAPHY	

For	a	sketch	of	architectural	photography	across	
the	 evoluCon	 of	 worldviews,	 it	 is	 sufficient	 to	
consider	 TradiConal	 (rule-based/mythic),	 Mod-
ern	 (raConal/formal-individualisCc),	 Postmod-
ern	 (pluralist/relaCvisitc-communitarian),	 and	
Integral	 (holisitc/reconstrucCve)	 levels	 of	 com-
plexity.		
	 These	 basic	 worldviews,	 all	 simultaneously	
present	in	the	contemporary	world,	can	also	be	
seen	 in	 the	 present	 and	 past	 of	 architectural	

photography.	We	have	presented	the	four	 inte-
gral	 perspecCves	 of	 architectural	 photography	
with	 “The	 View”	 represenCng	 the	 LL	 Cultures	
perspecCve.	 In	 the	 following	 simple	 four-level	
approach,	we	describe	each	 level	of	worldview	
by	 its	 dominant	 “View”	 (Fig.	 9).	 Again	 from	
DeKay,	(2011):	

In	a	healthy	expression,	each	higher	level	
transcends	and	includes	its	predecessor.	Ideally,	
the	Modern	transcends	and	includes	the	
Tradi>onal.	The	Postmodern	transcends	and	
includes	the	Modern,	and	the	Integral	
transcends	and	includes	the	Postmodern.	Higher	
levels	become	more	significant/deeper.	Lower	
levels	remain	more	fundamental.	Higher	levels	
are	more	complex,	but	depend	absolutely	on	
lower	levels.	The	transcendence	consists	of	
taking	the	wholeness	of	a	lower	level	and	
expanding	it	into	a	wider,	deeper	inquiry.		

	 Similar	to	secCon	2,	where	we	looked	at	ex-
amples	 of	 architectural	 photography	 to	 illus-
trate	 four	 fundamental	 perspecCves	 on	 archi-
tectural	 photography,	 let	 us	 now	 turn	 again	 to	
examples	 from	 the	 historical	 evoluCon	 of	 pho-
tography	from	the	1900	to	the	present.	To	iden-
Cfy	worldviews	we	need	to	take	a	longer	histor-
ical	 look,	as	 it	 is	only	over	extended	periods	of	
Cme	that	temporary	states	become	permanent	
traits	 and	 thus	 recognized	 as	 stages	 (or	 levels)	
of	development.	In	brief	and	very	limited	terms,	
we	offer	the	 following	overview	of	 these	 levels	
in	architectural	photography.	

7.1		Tradi>onal	/	Realism	

What	the	human	eye	observes	casually	and	
incuriously,	the	eye	of	the	camera…..notes	with	
relentless	fidelity. 
	 —Bernice	AbboK	

The	 Tradi>onal	 Worldview,	 tends	 to	 follow	
composiConal,	stylisCc,	vernacular	rule	systems.	
While	 the	 technology	 of	 early	 photography	 is	
19th–century	 Modern,	 making	 use	 of	 opCcs,	
mechanical	engineering,	and	chemistry,	photog-
raphy	 is	 also	 based	 on	 the	 perspecCve	 of	 the	
photographer	acCng,	consciously	or	not,	within	
the	 background	 of	 her/his	 individual	 develop-
ment	 within	 a	 cultural	 context.	 One	 can	 view	
the	 world	 from	 a	 TradiConal	 perspecCve	

The	Integral	Lens	—	�10

Worldview Photographic View

Level 4 Integral Holism

Level 3 Post-modern Critical Contextualism

Level 2 Modern Spatialism

Level 1 Traditional Realism

Fig.	9			Four	contemporary	worldviews	in	 
architectural	photography
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scale	and	form	of	a	project,	I	am	interested	in	
using	the	people	present	to	give	it	meaning.	To	
give	it	life.	—Fernando	Guerra	

8		THE	SIXTEEN	LENSES	

Using	these	basic	worldviews	as	the	framework	
for	 levels	 of	 complexity,	 we	 can	 now	 examine	
how	 the	 correlated	 unfoldment	 occurs	 and	 ex-
presses	 in	 each	 of	 the	 four	 fundamental	 per-

specCves	 on	 architectural	 photo-
graphy.	 The	 combinaCon	 of	 four	
perspecCves	 (quadrants)	 consid-
ered	 at	 four	 levels	 of	 complexity	
generates	sixteen	unique	and	valid	
prospects	on	architectural	photog-
raphy,	as	summarized	in	Figure	14.	
Metaphorically,	 we	 term	 these,	
“Lenses.”	

9		TYPES	

In	 Wilber’s	 approach	 to	 integral	
theory,	 “Types”	 are	 relaCvely	 sta-
ble	 paKerns	 that	 can	occur	 at	 any	
of	 the	 levels	 of	 development	 or	
complexity.	 Familiar	 examples	 in	
the	UL	quadrant	are	masculine	and	
feminine	 types	 and	 personality	

types.	 In	 photography	 broadly,	 we	 can	 note	
types	 of	 photography	 based	 on	 subject	maKer	
or	 applicaCon,	 such	 as	 landscape	photography,	
portrait	photography,	 fashion	photography,	etc.	
Among	these	is	our	topic,	architectural	photog-
raphy.	 Within	 architectural	 photography,	 there	
might	also	be	found	many	types	or	sub-types.		
	 Similar	 to	 the	 concept	 of	 integral	 “Levels,”	
we	adopt	here	a	framing	system	in	which	there	

The	Integral	Lens	—	�13

Self [UL] 
“The Eye”

Cultures [LL] 
“The View”

Behaviours [UR] 
“The Frame”

Systems [LR] 
“The Practice”

Integral The Catalyst
Evoking awareness
Seeking wholeness & life

Holism
Reconstruction
Combined approaches
Transcend & include
Developmental spiral

Ubiquitous Photo
Smart phones
Street View
Google Earth, cctv

Regenerative Activists
Media plurality
In service to…
Global photo community

Postmodern The Critic
Engaging ideas
Seeing structural 
   patterns

Contextualism
Sign & symbol, critique
Human occupancy
Social commentary
Site & setting

Digital Photo
Post-processing
Photoshop, Lightroom
Self & digital printing

Pluralist Etrepreneurs
Galleries
Online publication
Photog’s also writers
Muti-authorial views

Modern The Professional
Artist
Propagandist
Editorialist

Spatialism
Fine art distinguished
Abstraction
Modern Age expression

Film Photo
B&W, then color
Visual conventions
Sharp focus
Darkroom skills

Work for Hire
Separate photo & writers
Consumer magazines
Architectural publications
Real estate

Traditional The Pioneer
Exploring new terrain

Realism
Documentary, literal
Representational
Pictorialism

Pre-Photo
No cameras 
The artist’s hand
Perspective
Drawing, engraving

Experimentation
Inventing the discipline
Historic documentation
Archaeology

Figure	14.			Sixteen	Lenses	of	Integral	Architectural	Photography

Fig.	15		Documentary	type:	‘Dryland	Farming	#2,	Monegros	County,	
Aragon	Spain,	‘Water’	series,	Photo	©	Edward	Burtynsky,	2010	
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hand	perspecCves	of	Self	and	Cultures.	RelaCve-
ly	 “pure”	 applicaCons	 include	 historic	 surveys	
and	documentaCon,	archaeology,	anthropology,	
building	 science,	 building	 forensics,	 restoraCon	
and	 renovaCon	 studies,	 and	 “as-built”	 docu-
mentaCon,	 real	 estate	 sales,	 and	 so	 on.	 The	
Documentary	Type’s	point-of-view	is	to	have	the	

photographer	 disappear	 as	 much	 as	 possible	
and	to	have	the	work	“speak	for	itself.”	

9.2		The	Editorial	Type	

The	Editorial	Type	uses	photographic	 images	 in	
both	descripCve	and	interpreCve	ways.	The	edi-
torial	 photographer	 seeks	 to	 present	 the	 es-
sence	of	buildings	as	arCfacts,	as	expressions	of	
design	 intenCon,	 and	 as	 a	 sejng	 for	 human	
experiences	 (Figures	 17	 and	 18).	 The	 audience	
for	this	type	is	oNen,	but	not	necessarily,	archi-
tectural	journals,	both	in	print	and	online,	along	
with	 design	 services	markeCng.	When	 the	 Edi-
torial	 Type	 manifests	 as	 architectural	 photo-
journalism,	images	are	oNen	presented	as	a	cu-
rated	set	with	accompanying	narraCve	text	 (of-
ten	not	wriKen	by	the	photographer),	capCons,	
and	 architectural	 drawings,	 such	 as	 plans,	 sec-
Cons,	 and	 explanatory	 diagrams.	 The	 Editorial	
Type’s	point-of-view	 is	a	 synthesis	of	photogra-
pher,	 architect	 and	 publisher,	 with	 no	 set	 rule	
for	 their	 combinaCon.	 Most	 oNen	 today	 the	
photographer	 is	 hired	 by	 the	 architect	 or	 the	
building’s	owner.	Occasionally,	 the	photograph-
er	 is	hired	by	 the	publisher	and	a	more	criCcal	
perspecCve,	 one	 that	 does	 not	 necessarily	 at-
tempt	 to	 flaKer	 building	 or	 architect,	 can	 be	
taken.	
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Fig.	19		Expressive	type:	Borobudur	Temple,	Java	Island,	Indonesia.  
’Ashes	and	Snow’	book	No.3	series.	Photo	©	Gregory	Colbert,	2005

Fig.	20		Expressive	type:	‘44th	Street	Hotdog	Stand’,	
New	York,	USA,	’Signals	Crossed’	series.	 

Photo	©	Michael	Massina,	2014
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9.3		The	Expressive	Type	

The	Expressive	Type	is	the	least	concerned	with	
accuracy	 of	 representaCon.	 Instead,	 its	 pracC-
Coners	 aspire	 to	 use	 photography	 primarily	 to	
convey	an	individual	or	collecCve	expression.	An	
Expressive	type	photographer	might	use	a	vari-
ety	 of	 capture	 and	 post-processing	 techniques	
to	create	arCsCc	 images,	make	social	 commen-
tary,	or	elicit	emoConal	responses	from	viewers	
(Figures	 19	 and	 20).	 Such	 expression	might	 be	
beauCful,	banal	or	shocking.	In	this	sense	“Fine	
Art	 Photography,”	 an	 oNen-used	 category	 is	 a	
kind	 of	 Expressive	 Type	 photography,	 but	 the	

expressions	 evoked	 in	 the	 Expressive	 Type	 in-
clude	a	broader	 range	 than	what	many	people	
would	consider	“fine	art.”	Partly	for	this	reason,	
and	partly	because	the	term	“art”	has	so	many	
varied	 and	 contested	 meanings,	 we	 have	
termed	this	type	“expressive”	rather	than	“arCs-
Cc.”	 In	all	cases,	 the	Expressive	Type’s	point-of-
view	is	primarily	that	of	the	photographer’s.	

10		LEVELS	+	TYPES:	INTEGRAL	FRAMINGS	

IntersecCng	the	integral	framings	of	both	Levels	
and	 Types	 as	 outlined,	 Figure	 21	 shows	 exam-
ples	 of	 photographers	 in	 some	 significant	
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ARCHITECTURAL PHOTOGRAPHIC TYPES

Documentary Editorial Expressive

Integral

Reconstruc>onists	
Edward	Burtynsky	
Yiorgis	Yerolymbos	
Dvid	Burdeny	(late)	

Contempla>ve	
John	Daido	Loori,	Andy	Karr	
Michael	Wood,	Philippe	Gross	

S.I.	Shapiro

Aperspec>vists	
Iwan	Baan	[late]	
Fernando	Guerra	

Tim	Griffith	
HuNon	+	Crow	

Rasmus	Hjortshøj	
Pygmalion	Karatzas	

Crowdfunding	Ac>vists	
Benjamin	Von	Wong

Neo-Pictorialists	
Michael	Kenna,	Gregory	Colbert	
Michael	Messaia,	Irene	Kung	

John	Kosmopoulos	
Dionisio	Gonzalez	

Post-Minimalists/Transpersonal	
Nathan	Wirth,	David	Ulrich		

Andy	Ilachinski	

Postmodern

Tragic	Ironists	
Thomas	Struth,	Andreas	Gursky	

Thomas	Ruff	
Bas	Princen	

Emmanuel	Monzon	

New	Topographists	
Bernd	&	Hilda	Belcher	

Robert	Adams,	Lewis	Baltz	
Stephen	Shore	
Ed	Ruscha	

Frank	Gohlke	
Nicholas	Nixon

Pluralists	
Iwan	Baan	[early]	
Thomas	Mayer	

Åke	Eson	Lindman	
Richard	Bryant,	Joao	Morgado	

Fernando	Alda	
Shannon	McGrath	

Iconists	
Roland	Halbe,	Brad	Feinknopf	
Juergen	Nogai,	Erieta	AKali	
Alan	Karchmer,	Paul	Warchol	

Peter	Aaron

Visionographists	
David	Burdeny	[early]	

Michael	Levin,	Julius	Tjintjelaar	
&	Julia	Anna	Gospodarou	
Fabrice	Silly,	Philip	Gunsel	
Franklin	Neto,	Akira	Takaue	

Conceptualists		
Hiroshi	Sugimoto	

Marina	Moron,	Jose	Davila	
Sohei	Nishino,	Idris	Khan	

Philipp	Schaerer,	Filip	Dujardin	
Jerry	Uelsmann

Modern

Narra>ve	Documents	
Robert	Frank,	Charles	Krutch	
Margaret	Bourke-White	

New	Objec>vists	/	Naturalists	
Albert	Renger-Patzsch	

Edward	Weston,	Ansel	Adams	

Candid	Urbanists	
Henri	CarCer-Bresson,	Rui	Palha	
Mark	Citret,	Steve	McCurry

Design	Photojournalists	
Julius	Shulman 
Ezra	Stoller	
Lucien	Herve	

Hedrich	Blessing	
Helene	Binet	

Balthazar	Koran

Abstrac>vists	
Laszlo	Moholy-Nagy	

Ilsa	Bing	

Straight	Photographers	
Charles	Sheeler		
Paul	Strand		

Alfred	Steiglitz	(late)

Traditional

Early	Realists	
Walker	Evans	
Bernice	AbboK	
Eugene	Atget 
Dorothea	Lange

Civic	Narra>vists	
Thomas	Annan	

Édouard	Denis	Baldus	
Charles	Marville	

Pictorialists	
Henry	Peach	Robinson	
Frederick	H	Evans	

Alfred	Steiglitz	[early]  
Edward	Steichen

Figure	21.		Photographic	groupings	based	on	type	and	worldview
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groups.	We	won’t	term	these	groups	as	schools,	
styles,	or	movements,	although	some	might	be.	
Rather,	we	are	more	interested	in	an	integrally-
framed	mapping	of	a	discipline	that,	on	the	sur-
face,	 just	 looking	 at	 the	 products,	 can	 be	 diffi-

cult	 to	 penetrate	 and	 to	 make	
sense	of.	A	few	of	these	groups	are	
outlined	 with	 illustraCve	 examples	
of	 their	work	 in	 the	 following	 sec-
Cons.	 All	 such	 groupings	 are	 ab-
stracCons	 or	 generalizaCons	 of	
more	 complex	 issues	 and	 photo-
graphic	pracCces,	and	we	in	no	way	
see	 these	 proposiCons	 as	 final	 or	
definiCve.	 Certainly	 their	 is	 some	
simplificaCon	 at	 work	 to	 paint	 a	
broad	 picture,	 and	 the	 list	 of	 pho-
tographers	 is	decidedly	 incomplete	
and	meant	to	be	indicaCve.	Impor-
tant	 figures	 will	 inevitably	 have	
been	leN	out.	Yet,	it	is	hard	to	deny	
either	 the	 broad	waves	 of	 cultural	
development	 and	 worldviews,	

along	 with	 the	 new	 insights	 each	 brought,	 or	
the	 range	 of	 subjects	 and	 approaches	 on	 the	
spectrum	from	documentary	to	expressive.	Our	
human	 collecCve	 sense-making	 seems	 to	 de-
pend	on	disCncCons	made	in	language.	
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Fig.	24			Design	Photojournalists:	Theme	Vals,	  
Peter	Zumthor,	architect.	 

Photo	©Helene	Benet,	1996

Fig.	23			Design	Photojournalists:	Chuey	House,	  
Richard	Neutra,	architect.		 

Photo	Julius	Schulman,	1956

Fig.	22			Early	Realist:	Boulevard	de	la	Chapelle	et	Rue	Fleury	76,	18E 
Photo	Eugène	Atget,	1921
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way	 that	 appeared	 topographic	 and	 informa-
Cve,	rather	than	arCsCc	(Fig.	25).	William	Jenk-

ins,	 curator	 of	 the	 exhibiCon	 “The	
New	Topographics,”	writes:		

The	pictures	were	stripped	of	any	
ar>s>c	frills	and	reduced	to	an	
essen>ally	topographic	state,	
conveying	substan>al	amounts	of	
visual	informa>on	but	eschewing	
en>rely	the	aspects	of	beauty,	
emo>on	and	opinion.	

In	most	cases,	however,	they	grad-
ually	 revealed	 themselves	 as	 com-
ing	 from	 rather	 criCcal	 vantage	
points.	The	stylisCc	anonymity	was	
a	 statement	 on	 the	 absence	 of	
style.	The	banal,	 the	everyday,	 the	
industrial,	 the	 urban	 sprawl,	 and	
degraded	 capitalist	 architecture,	
were	 the	 subjects	 for	 these	 pho-
tographers	 (Fig.	 26).	 These	 “Tragic	
Ironists”	 favored	 value-free	 sub-
jects,	that	were	simply	being	there	
proliferaCng	 in	 the	 world,	 one	 no	
beKer	or	worse	than	the	other,	no	
more	or	less	disCnguishable,	a	rep-
resentaCon	 of	 a	 representaCon,		
which	had	the	effect	of	undermin-
ing	 the	 commodity	 status	 of	 the	
post-war	art	object.	
	 The	 influence	 of	 this	 Postmod-
ern	 photographic	 group	 is	 sCll	
found	 today	 in	 the	 works	 of	
Thomas	 Ruff,	 Thomas	 Struth,	 An-
dreas	 Gursky,	 Edward	 Burtynsky,	
Yiorgis	 Yerolymbos,	 Michael	 Wolf,	
Bas	Princen,	among	others.		

10.4		The	Neo-Pictorials	 
[Integral	Level	+	Expressive	Type]	

1980s	to	Present  
Gregory	Colbert,	Michael	Kenna,	 
David	Burdeny,	Michael	Messaia,	 
Irene	Kung,	John	Kosmopoulos	

A	more	recent	group	of	photogra-
phers	whose	 subject	maKer	 is	 fo-
cused	 around	 the	 built	 environ-
ment	 re-introduced	 a	 fine	 art	 ap-

proach.	 In	 an	 interview	 (Karatzas,	 2014)	 with	
John	 Kosmopoulos	 (Fig.	 27)	 he	 defined	 his		
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Fig.	28			Neo-Pictorialists:	Window	and	Vines,	Abbaye	de	Fontenay,	
Bourgogne	France.	Photo	©	Michael	Kenna,	2013

Fig.	27			Expressive	type:	‘New	Olympus’,	New	York,	USA.	’Muted	
Colour	Metallics’	series,	Photo	©	John	Kosmopoulos,	2016	
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‘oramagraphy’	approach:		

Fine	art	photography…..offers	a	harmonious	
composi>on	of	elements	within	a	frame	of	
reference	whose	content	provides	aesthe>c,	
sensory,	and	some>mes	surreal	quali>es	that	
fulfill	the	authen>c,	crea>ve,	and	personal	

vision	of	the	photographer	as	ar>st	
while	heightening	the	emo>onal	
and	psychological	response	of	the	
observer.	It	is	an	established	but	
evolving	discipline	in	photography	
whose	essen>al	condi>on	is	the	
'felt	aesthe>c'	(the	feeling	of	being	
immersed	in	and	inspired	by	
something	intellectually	and	
imagina>vely	beau>ful). 
	 —John	Kosmopoulos		

From	 this	 definiCon	 we	 noCce	 an	
emphasis	 on	 the	 interiority	 of	 the	
photographer,	 on	 aestheCcs	 and	
beauty	and	on	the	response	of	the	
viewer.	Similar	to	the	early	Pictori-
als,	 expressing	 the	 interior	 states	
of	 the	photographer,	 is	one	of	 the	
main	 ingredients	 of	 the	 artwork.	
Fine	art	 is	not	 seen	as	 superior	 to	
or	 separate	 from	photography	but	
as	 equally	 legiCmate	 domains	
sharing	 common	 values,	 funcCons	
and	 ideals.	 The	 darkroom	 (analog	
or	digital)	 is	celebrated	as	an	 inte-
gral	 part	 of	 the	 creaCve	 process.	
The	 psychology,	 intelligence	 and	
imaginaCon	 of	 the	 audience	 is	 in-
tended	 to	 resonate	with	 the	 state	
of	 the	 photographer	 that	 created	
it.	 The	 content	 of	 this	 group	
echoes	 the	 eclecCc	 approach	 of	
the	 (non-architectural)	 group	 of	
Modern	 purists,	 such	 as	 Ansel	
Adams	and	Edward	Weston,	in	the	
sense	of	their	elevaCng	the	subject	
maKer	to	iconic	status,	or	vice	ver-
sa,	 using	 iconic	 symbols	 as	 their	
main	subjects	(Fig.	28).	

10.5		Pluralists	[Postmodern	Level	
+	Editorial	Type]		

1990s	to	Present  
Iwan	Baan,	Alan	Karchmer,	 

	 	 	 	 Thomas	Mayer,	Peter	Aaron,	 
	 	 	 	 Brad	Feinknopf	

I	was	never	a	pure	architectural	photographer.	I	
am	a	“reportage	architectural	photographer”	
and	approached	buildings	and	sites	in	a	
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Fig.	29			Contextual	Humanists:	Bruder	Klaus	Field	Chapel,	  
Peter	Zumthor,	architect.	Photo	©	Samuel	Ludwig

Fig.	30			Contextual	Humanists:	Konokono	Vaccina>on	Center,	
Turkana,	Kenya,Selgas	Cano,	architect.	Photo	©	Iwan	Baan
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journalis>c	way	in	showing	the	design	and	the	
life	in	it. 
	 —Thomas	Mayer	

Throughout	 the	 past	 decades,	 as	 web-based	
media	proliferated,	it	increased	the	demand	for	
architectural	images,	creaCng	the	need	for	pho-
tographers	that	rise	above	normaCve	Modernist	
convenCons	 and	 retain	 a	 disCnct	 gaze.	 As	
Joseph	Rosa,	curator	at	the	US	NaConal	Building	
Museum,	notes:	

Photography	has	become	the	lens	through	
which	we	observe	and	analyze	the	evolu>on	of	
architecture.		

While	sCll	employed	by	architects,	Postmodern	
editorial	 photographers	 have	 expanded	 to	 in-
clude	much	 greater	 aKenCon	 to	 placing	 build-
ings	 in	 their	physical	and	site	contexts	 (Fig.	29)	
and	to	animaCng	their	 images	with	daily	 life	of	
occupants	 (Fig.	 30).	 Projects	 more	 oNen	 now	
are	understood	as	 the	sejngs	 for	 life	 in	a	par-
Ccular	 culture.	 This	 corresponds	 to	 shiNs	 in	
Postmodern	 thought	 from	 object	 thinking	 to	
contextual	thinking	and	from	structural	concep-
Cons	to	process	concepCons.	

11		EDITING	&	EXHIBITS	

…there’s	a	whole	niche	of	architecture	
photography	that's	more	about	how	a	building	
feels	than	how	it	looks. 
	 —Lyra	Kilston,	Wired	Magazine	

We	are	at	an	 interesCng	point	 in	the	history	of	
architectural	 photography	 where	 curators	 and	
editors	seem	to	be	trying	to	make	sense	of	the	
plurality	of	images	flooding	the	industry.	We	are	
also	observing	the	co-creaCon	of	the	percepCon	
and	 analysis	 of	 architecture	 from	 the	 various	
perspecCves	 and	 fields	 involved	 in	 its	 dissemi-
naCon:	magazine	editors	and	social	media	plat-
forms,	along	with	architects	and	photographers.		
	 The	 curaCon	 by	 Bilyana	 Dimitrova	 in	 the	
2013	 exhibiCon	 ‘“Beyond	 the	 Assignment:	
defining	 photographs	 of	 architecture	 and	 de-
sign,”	 is	 a	 prime	 example	 (Figures	 31	 and	 32).	
Organized	 by	 the	 Julius	 Shulman	 InsCtute	 and	
Woodbury	 University	 School	 of	 Architecture	 in	
Los	Angeles,	 the	work	of	 ten	 renowned	Ameri-
can	 architectural	 photographers	 and	 the	 con-
temporary	 buildings	 they	 capture	 were	 pre-
sented.		
	 In	one	 sense,	 it	 is	 a	Modernist	 collecCon	of	
figures	 who	 menCon	 either	 a	 direct	 lineage	
from	 20th	 century	 editorial	 masters,	 such	 as	
Julius	 Shulman,	 Ezra	 Stoller	 and	Hedrich	 Bless-
ing,	or	indirectly	being	influenced	by	that	Mod-
ernist	 era.	 Generally,	 their	 emphasis	 is	 on	 the	
spaCal	 perspecCve,	 but	 also	 on	 how	 the	 con-
venCons	of	editorial	photography	are	expanding	
to	 include	 context,	 human	 occupancy,	 an	 em-
phasis	 on	 evoking	 emoCon	 in	 the	 viewer,	 and	
aKenCon	 to	 the	 interpreCve	perspecCve	of	 the	
photographer	 on	 portraying	 the	 building—all	
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Fig.	31			Beyond	the	Assignment:	Alberta	and	
Shepard	Bryant	in	Hay	Bale	House,	 

Masons	Bend,	Alabama,	Rural	Studio,	architects.	  
Photo	©	Timothy	Hursley,	2000

Fig.	32			Beyond	the	Assignment:	Fisher	Center,	
Bard	College,	Gehry	Partners,	architects.	 

Photo	©	Bilyana	Dimitrova,	2003
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facets	of	an	emerging	Postmodern	gaze.	
	 In	2014	the	exhibiCon	“ConstrucCng	Worlds:	
photography	 and	 architecture	 in	 the	 Modern	
Age,”	was	organized	by	the	Barbican	Art	Gallery	
in	London	(Figures	33	and	34).	The	catalog	was	
published	 as,	 Shoo>ng	 Space:	 architecture	 in	
contemporary	 photography	 (Redstone,	 2014).	
The	 exhibit	 explored	 the	 relaConship	 between	
architecture	 and	 photography	 in	 the	 represen-
taCon	 and	 invesCgaCon	 of	 various	 aspects	 of	
the	built	environment:	from	the	transformaCon	
of	 a	 metropolis	 aNer	 the	 Great	 Depression	 to	
the	 adverse	 consequences	of	modernity	 in	 the	
vernacular	 countryside;	 from	 arcane	 industrial	
archetypes	 to	 urban	 piecemeal	 growth	 in	 the	
Middle	 East	 and	 Asia;	 from	 a	 deeper	 under-

standing	 of	 architects’	 intenCons	
to	arCsCcally	capturing	icons	of	the	
20th	 century;	 from	 contemplaCve	
images	of	 space	 to	 imagined	envi-
ronments.		
	 With	 this	 collecCon	 we	 are	 in-
troduced	 to	 disCnguished	 arCsCc	
expressions	 of	 architectural	 pho-
tography,	 with	 New	 Topographics	
influenced	 photographers	 (docu-
mentary	type)	heavily	represented,	
along	 with	 some	 expressive	 types
—all	 within	 the	 Postmodern	 per-
specCve.	 The	 images	 are	 diversi-
fied	 into	 plural	 expressions	 and	
subjects	 and	 bring	 a	 criCcal	 con-
textual	 gaze.	 Some	 deconstruct	
Modern	 icons,	 while	 others	 shiN	
from	 the	 glossy	 editorial	 life-style	

of	 presenCng	 just-finished	 buildings	 to	 explore	
their	aNermath.	 In	the	secCon	12.5,	we	look	at	
a	more	consciously	Integral	approach	to	ediCng	
and	 curaCon	 of	 contemporary	 architectural	
photography.		

12		INTEGRAL	THEMES	IN	THE	WORK	OF	
PYGMALION	KARATZAS	

At	 its	 core	 an	 Integral	 approach	 is	 open-ended	
and	covers	a	variety	of	perspecCves:	

….general	captures	of	a	building	that	highlight	it	
from	its	most	compelling	angles,	archistracts	
that	emphasize	interes>ng	and	unique	details,	
sequences	of	images	that	narrate	the	
experience	of	discovering	the	building	and	its	
spaces,	context	shots	with	the	surrounding,	
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Fig.	33			Construc>ng	Worlds:	Grande	Hotel,	Beira,	Mozambique.	Photo	©	Guy	Tillim,	2008

Fig.	34			Construc>ng	Worlds:	'Moka\am	Ridge',	  
(Garbage	Recycling	City),	Cairo,	Egypt.	Photo	©	Bas	Princen,	2009
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people	interac>ng	in	and	around	the	buildings,	
panoramic	views	and	vistas,	and	fine	art	
impressions	that	take	us	beyond	the	literal	and	
trigger	our	interior	facul>es,	emo>ons,	and	
aspira>ons  
	 —Pygmalion	Karatzas	

12.1		Prepara>ons	

With	two	photographic	tours	of	European	ciCes	
in	 2013	 and	 2014,	 a	 trip	 to	Qatar	 in	 2013	 and	
reportage	of	the	EXPO	Milano	Pavilions	in	2015,	
Greek	 architect	 and	 photographer	 Pygmalion	
Karatzas	 began	 exploring	 an	 Integral	 approach	

to	architectural	photography.		
	 His	 approach	 to	 the	 photographic	 medium	
and	architecture	as	 the	 subject	maKer	 is	holis-
Cc.	Karatzas	explores	both	editorial	and	expres-
sive	types	in	architectural	photography,	pracCc-
ing	 a	 comprehensive	 spectrum	of	 the	 relaCon-
ships	between	photography	and	 the	built	envi-
ronment.	
	 The	Integral	Lens	project	resulted	in	a	series	
of	por�olios,	including:	
• Morphogenesis	 vol.1,	 example	 in	 Figure	 35	
(Karatzas,	2013)	
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Fig.	35			MAXXI	Museum,	2013,	Rome	Italy,	Zaha	
Hadid	Architects.	Photo	©	Pygmalion	Karatzas.	
Composite	of	s>ll	with	long	exposure	sky	in	  

black	&	white,	expressive	type

Fig.	36			Museum	Casa	Enzo	Ferrari,	2014,	Modena	
Italy,	Jan	Kaplicky	&	Shiro	Studio	Architects.	  
Photo	©	Pygmalion	Karatzas.	Long	exposure	  

with	>lt-shiV	post-processing	in	  
black	&	white,	expressive	type

Fig.	37			Museum	of	Islamic	Art,	2013,	Doha	Qatar,	
I.M.	Pei	Architects.	Photo	©	Pygmalion	Karatzas.	
Long	exposure	with	graphic	saturated	colours,	  

post-processing,	expressive	type

Fig.	38			Italy	Pavilion	EXPO	Milano,	2015,	 
Milan	Italy,	Studio	Nemesi	Architects.	 

Photo	©	Pygmalion	Karatzas.	  
Exterior	facade	view	at	dusk,	editorial	type
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• Morphogenesis	 vol.2,	 example	 in	 Figure	 36	
(Karatzas	 2014a),	 which	 includes	 ‘Doha	
Icons,’example	in	Figure	37		

• Morphogenesis	vol.3	(Karatzas,	2015a)	
• EXPO	2015	Milano	 (Karatzas,	 2016a),	 exam-
ple	in	Figure	38,	

as	 well	 as	 his	 interviews	 of	 photographers	 for	
the	 Danish	 Architecture	 Center	 in	 the	 online	
series,	 “The	 Camera”	 on	 Arcspace	 (Karatzas,	
2013-–2018).	Also	see	secCon	12.5.	
	 Exploring	a	range	of	types	and	perspecCves,	
Karatzas	explains:	

Editorial	photography	is	about	serving	the	
subject,	understanding	the	inten>on	and	vision	
of	the	designers,	and	presen>ng	it	in	cap>va>ng	
ways.	Ar>s>c	photography	is	about	looking	
beyond	that,	exploring	and	expressing	other	

aspects	(aesthe>c,	personal,	social,	
spiritual),	some	being	more	
tangible	and	others	intangible….I	
would	like	to	inves>gate	the	wider	
spectrum	of	the	rela>onships	
between	photography	and	the	
built	environment.	 
	 —Pygmalion	Karatzas			  
	 				(Monovisions,	2015)	

12.2		The	Integral	Lens	Project	

In	 2014	 Karatzas	 was	 awarded	 a	
Fulbright	 ArCst	 Scholarship	 to	
conduct	 a	 five-month	 project	 in	
the	 United	 States.	 The	 project,	

“Integral	Lens,	an	integral	approach	to	the	study	
and	 representaCon	 of	 the	 built	 environment	
through	 the	 photographic	 medium,”	 was	
framed	using	the	four	integral	quadrants	(Figure	
40).	 In	 the	case	of	architectural	photography,	a	
pracCcal	interpretaCon	meant:		
• Buildings,	cityscapes,	landscapes,	suburban	

areas,	 the	man-altered	 landscape,	 ‘terrain	
vague’	(UR	quadrant)	

• Styles	 and	worldviews,	 relaConships,	 com-
municaCon	 and	 presentaCon,	 interviews,	
research	(LL	quadrant)		

• Modes	 of	 producCon	 and	 distribuCon,	
technological	 advancements,	 insCtuCons	
and	 organizaCons,	 resource	 management,	
networks	(LR	quadrant)		

• Architects,	 photographers,	 arCsts	 owners,	
builders	(UL	quadrant).		

	 From	October	2015	to	March	2016,	the	iCn-
erary	took	Karatzas	to	Knoxville,	New	York,	Bos-
ton	 and	 Cambridge,	 Chicago,	 Los	 Angeles,	 Las	
Vegas,	 Santa	 Barbara,	 Big	 Sur	 and	 Monterey	
Bay,	San	Francisco,	SeaKle,	Denver,	Miami,	New	
Orleans,	 and	 ending	 back	 in	 Knoxville,	 Ten-
nessee,	 staying	 in	 each	 locaCon	 from	 two	 to	
four	weeks	 (Figure	 39).	 This	 paper’s	 co-author,	
Mark	DeKay,	was	the	supervising	professor	and	
the	 University	 of	 Tennessee,	 College	 of	 Archi-
tecture	and	Design,	the	US	insCtuConal	sponsor.	

12.3		Working	Methods	

ANer	 iniCal	 research	 of	 each	 locaCon,	 Karatzas	
selected	and	mapped	out	examples	of	modern	
and	 contemporary	 architecture.	 Each	 day	 he	
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Fig.	40			Framing	of	the	‘Integral	Lens’	project	  
as	submi\ed	to	Fulbright

Fig.	39			US	ci>es	visited	on	Integral	Lens	tour
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visited	as	many	buildings	and	their	
surrounding	 areas	 as	 possible	 for	
the	purpose	of	editorial	 style	pho-
tographic	shoots.	He	also	explored	
these	 subjects	with	 long	 exposure	
photography	 and	 Cme-lapse	
videography.	 In	 this	 manner	
Karatzas	 uClized	 both	 the	 fast-
paced	editorial	approach	and	slow	
expressive	 experimentaCon	 and	
exploraCon.		
	 This	 integrally-informed	 ap-
proach	 used	 different	 points	 of	
view	to	suggest	a	pluralisCc	world-
view,	while	at	the	same	Cme	giving	
an	emphasis	 to	minimalist	and	un-
cluKered	composiCons	that	served	
as	a	unifying	underscore.	From	the	
UL	 perspecCve	 of	 Self	 (‘The	 Eye’),	
the	 photo-shoots	 required	 a	
heightened	 coordinaCon	 of	 mulC-
ple	faculCes:	managing	of	Cme	and	
resources,	 conCnuous	 adaptaCon	
to	new	condiCons,	 logisCcal	 issues	
of	 accessibility	 and	 permissions,	
15–20,000	 steps	 of	 walking	 with	
heavy	gear	per	day,	to	name	a	few.	
The	 photo	 walks	 and	 selecCon	 of	
locaCons	 were	 based	 on	 themaCc	
groups	 already	 established,	 but	
also	on	exploring	 and	experiment-
ing	with	new	ones	that	were	discov-

ered	during	the	visits.		
		 For	the	editorial	subjects	(Figures	41,	44),	
hundreds	of	images	per	building	were	taken.	
The	iniCal	selecCon	narrowed	them	down	to	
30–40	 and	 from	 those	 about	 15–20	 images	
were	 selected	 for	post-processing.	A	natural	
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Fig.	41			EMP	Museum,	2016,	Sea\le	USA,	Frank	Gehry	Architects. 
Photo	©	Pygmalion	Karatzas.	‘Nor>go’	series	of	architectural	  
abstrac>ons,	facade	exterior	detail,	editorial/expressive	type

Fig.	42			WWII	Museum,	2016,	New	Orleans	
USA,	Voorsanger	Mathes	Architects	 
©	Pygmalion	Karatzas.	‘Serial	Vision’	series,	
street	photo	with	architectural	landmarks,	  
documentary	type	

Fig.	43			WMS	Boathouse,	2015,	Chicago	USA,	 
Studio	Gang	Architects.	Photo	©	Pygmalion	
Karatzas.	‘Boomeri>s’	series	of	architectural	  
portraits,	long	exposure	desaturated	exterior	  
view,	expressive/editorial	type
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high	 dynamic	 range	 ediCng	 reveals	 both	 high-
lights	 and	 shadows	 of	 the	 RAW	 format	 file,	
which	 was	 then	 further	 processed	 in	 selecCve	
areas	within	 the	 frame	to	add	presence,	depth	
and	 complementary	 lighCng.	 The	 final	 images	

are	then	sequenced	to	narrate	the	project	from	
context	to	frontal	portraits	to	details,	from	exte-
rior	to	interior,	from	dayCme	to	dusk,	with	peo-
ple	and	movement	or	unobstructed.		
	 For	the	arCsCc	subjects,	the	process	was	not	
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Fig	44			PATH	Sta>on	West	Concourse	underpass,	
2015,	New	York	USA,	San>ago	Calatrava	Architects.	
Photo	©	Pygmalion	Karatzas.	‘Future	Memories’	
series	of	contemporary	American	architecture,  

documentary/editorial	type.

Fig.	45			Na>onal	September	11	Memorial,	2015,	
New	York	USA,	Handel	Architects.	 

Photo	©	Pygmalion	Karatzas.	‘Future	Memories’	
series	of	contemporary	American	architecture,	 

documentary/editorial	type

Fig.	46			Chicago	riverwalk	skyline,	2015,	Chicago	USA.	Photo	©	Pygmalion	Karatzas.	‘Empire	State	of	Mind’	
series	of	American	cityscapes	and	landscapes,	documentary	type
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as	 straigh�orward.	 In	 locaCons	 that	 are	 visited	
and	 photographed	 daily	 by	 thousands	 of	 peo-
ple,	the	challenge	of	creaCng	something	unique	
and	memorable	 lies	 not	 only	 in	 giving	 enough	
Cme,	 being	 paCent,	 and	 thoroughly	 exploring	
the	 space,	 but	 also	 in	 the	 post-processing	
choices	made	in	the	“digital	darkroom”	(Figures	
43,	48,	49).	The	discussions,	meeCngs	and	pho-
to	 walks	 that	 Karatzas	 conducted	 during	 the	

visits	 contributed	 to	 the	 on-going	 creaCve	
process.	

12.4		Outcomes	and	Metrics	

The	scale	and	scope	of	the	Integral	Lens	project	
was	such	that	the	final	images	are	meant	to	be	
viewed	and	used	 [integrally!]	 in	different	ways.	
Some	sets	portray	single	buildings;	some	images	
can	 stand	 as	 individual	 aestheCc	 experiences.		
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Fig.	47			Pacific	Grove,	2016,	Monterey	USA.	Photo	©	Pygmalion	Karatzas.	‘Empire	State	of	Mind’	  
series	of	American	cityscapes	and	landscapes,	documentary	type.

Fig.	48			Lower	Manha\an,	2015,	New	York	USA.	
Photo	©	Pygmalion	Karatzas.	‘AQAL	Views’	series	

of	urban	waterscapes	long	exposure	 
black	&	white,	expressive	type

Fig.	49			Lo	Pres>	Park,	2015,	Boston	USA.	 
Photo	©	Pygmalion	Karatzas.	‘AQAL	Views’	series	

of	urban	waterscapes	long	exposure	 
black	&	white,	expressive	type
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Other	 images	 can	 be	 grouped	 based	 on	 their	
subject	 maKer	 or	 moCf,	 while	 some	 explore	
urban	condiCons	for	their	diversity	or	common-
ality.	 For	 the	3-volume	The	 Integral	 Lens	 publi-
caCon	 produced	 aNer	 the	 journey,	 Karatzas	
grouped	 images	 in	 seven	 series,	 progressing	 in	
scale	 from	 the	micro,	 such	 as	 details	 of	 build-
ings,	 to	 the	macro,	 such	 as	 cityscapes	 (Figures	
46,	48,	49).	They	alternate	between	representa-
Conal	(editorial)	and	expressionisCc	types,	with	
some	works	intenConally	blurring	these	disCnc-
Cons.	
	 During	 this	 5-month	 trip,	 Karatzas	 travelled	

approximately	9,600	miles	by	plane,	4,200	miles	
by	 car,	 1,300	 miles	 by	 public	 commuCng,	 and	
750,000	 steps	 walking.	 In	 total	 he	 took	 about	
12,000	sCll	images	from	150	buildings	and	loca-
Cons,	 65,000	 images	 in	 Cme-lapse	 video,	 con-
ducted	20	meeCngs	and	interviews,	and	worked	
900	 hours	 in	 post-processing	 and	 ediCng.	 He	
gave	a	lecture	on	editorial	and	arCsCc	architec-
tural	 photography,	 and	 two	 workshops	 on	 the	
aspects	of	architectural	photography	at	the	Col-
lege	 of	 Architecture	 and	 Design,	 University	 of	
Tennessee,	 Knoxville,	 and	 submiKed	 two	 video	
presentaCons	 at	 the	 ESO	 architecture	 confer-
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Fig.	50			Photographers	interviewed	for	‘The	Camera’	on	Arcspace.com.	Includes	professionals	prac>cing	  
each	of	the	three	main	types,	along	with	some	moving	freely	between	them
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ence	 in	Athens	 in	2016	and	2018.	Selected	 im-
ages	 and	 series	 from	 the	 Integral	 Lens	 project	
have	 received	 30	 disCncCons	 in	 internaConal	
photography	compeCCons,	been	featured	in	57	
architectural	 and	 fine	 art	 arCcles,	 9	 book	 and	
magazine	collecCons,	and	have	been	included	in	
3	 exhibiCons	 (Trieste,	 Italy;	 Paris,	 France;	 and	
Monterey,	 USA).	 Limited	 ediCon	 prints	 were	
donated	 to	 two	 foundaCons	 for	 scholarship	
fundraising.	

12.5		Integral	edi>ng:	“The	Camera”		
Since	2014	Karatzas	has	been	collaboraCng	with	
Arcspace.com	as	photo	editor	for	their	architec-
tural	 photography	 column	 (Fig.	 50).	 The	 archi-
tectural	 web	 site,	 Arcspace.com,	 features	 to-
day’s	most	creaCve	projects	and	the	most	influ-
enCal	 of	 the	 past.	 It	 was	 founded	 in	 1999	 by	
architect	and	independent	curator	Kirsten	Kiser.	
Since	2012	it	has	been	run	and	operated	by	the	
Danish	Architecture	Centre	(DAC).	DAC’s	goal	 is	
to	 disseminate	 knowledge	 about	 architecture	
and	 urban	 development,	 to	 create	 a	 broad	 in-
terest	 for	 new	 ideas	 traversing	 tradiConal	
boundaries,	and	to	show	how	architecture	cre-
ates	 cultural	 and	 economic	 assets	 for	 people,	
the	industry	and	society.		
	 “The	Camera”	secCon	is	an	online	exhibiCon	
dedicated	to	architectural	photography.	As	pho-
to	 editor—and	 in	 collaboraCon	 with	 chief	 edi-

tors	 Morten	 Scholz,	 Jakob	 Hybel	
and	 Robert	 MarCn—Kartazas	 has	
been	selecCng	and	presenCng	pho-
tographers’	 works,	 conducCng	 ex-
clusive	 interviews,	and	wriCng	sto-
ries	and	news	related	to	 the	fields	
of	 communicaCon	 and	 visual	 dis-
course.		

	 “The	 Camera”	 series	 has	 so	 far	
published	 30	 interviews	with	 pho-
tographers	such	as	Michael	Massa-
ia,	 John	 Kosmopoulos,	 Thomas	
Mayer,	 I rene	 Kung ,	 Y iorg i s	
Yerolymbos	 and	 Erica	 Stoller/ESTO	
Photographics.	 With	 the	 selecCon	
of	 photographers	 and	 the	 discus-
sions	 Karatzas	 explores	 numerous	
aspects	 of	 architectural	 photogra-

phy	 using	 an	 underlying	 integral	 structure,	 in-
cluding:	 the	 background	 biography	 and	 influ-
ences	of	the	photographers,	their	overall	vision	
and	 approach,	 the	 relaConship	 between	 archi-
tects	and	photographers,	specific	key	projects	in	
assignments	and	personal	work,	film	and	digital	
technology,	 print	 and	 online	means	 of	 produc-
Con	 and	 distribuCon,	 business	 aspects	 of	 the	
industry,	 ediCng,	 commercial	 and	 arCsCc	 ex-
pressions,	 gear	 and	 technological	 advance-
ments,	 awareness	 and	 transformaCve	 experi-
ences,	the	interacCon	between	people	and	their	
built	environment,	movements,	 styles	and	sub-
genres,	future	plans	and	broader	collaboraCons	
between	 photography	 and	 architecture,	 work-
shops,	teaching	and	apprenCceship.		

12.6		Summary	

Karatzas’s	 overall	 vision	 for	 the	 Integral	 Lens	
project	aimed	to	combine	a	respec�ul	represen-
taCon	 of	 exterior	 realiCes	 with	 a	 meaningful	
expression	of	our	 interiority.	 In	 choosing	 iconic	
buildings	as	well	as	convenConal	structures	and	
cityscapes	encountered	daily,	he	 shares	his	en-
thusiasm	 for	 design	 and	 aestheCcs,	 contem-
plates	 humans’	 symbioCc	 relaConship	with	 the	
material	world	and	ulCmately	intends	to	trigger	
and	aKune	people	to	an	inspiraConal	and	upliN-
ing	experience	of	the	built	environment.	
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Fig.	51			Harvard	Art	Museum,	Cambridge	USA,	Renzo	Piano	  
Building	Workshop,	architects.	©	Pygmalion	Karatzas,	2015.	  

‘Nor>go’	series	of	architectural	abstrac>ons,	  
atrium	interior	detail,	editorial	type
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the	 relaConship	 between	 animals	 and	 humans	
in	 their	 natural	 habitats,	 it	 is	 nonetheless	 an	
exemplary	 case	 of	 Integral	 arCsCc	 pracCce	
where	 the	 photographic	 medium	 catalyzes	
transformaCve	experiences.	 The	ablaCve	 inten-
Con	of	his	images	is	meant	to	hold	the	empha-
sis	on	the	direct	experienCal	interacCon	with	his	
subjects.	 The	 relaConships	 express	 primal	 con-
necCons	 instead	 of	 ‘retro-romanCc’	 noCons,	
and	 even	 though	 symmetry,	 balance	 and	 har-
mony	 permeate	 throughout,	 his	 images	 are	 a	
spontaneous	 producCon.	 Over	 nine	 years	 and	
27	 journeys	 in	 many	 countries	 Colbert	 went	
through	 the	 physical	 training	 needed	 for	 such	
interacCons	and	spent	countless	hours	in	prepa-
raCons	 and	waiCng	 for	 the	 right	moment.	 The	
images	have	no	photo	manipulaCon.		
	 With	the	TED	award	he	proposed	a	non-prof-
it	foundaCon	royalCes	would	be	paid	when	hu-
mans	 use	 animals	 and	 nature	 in	 for-profit	 ad-
verCsements,	with	 funds	distributed	 to	preser-
vaCon	cases	and	animal	aid.	With	the	sponsor-
ship	 of	 Rolex,	 he	 materialised	 the	 ‘Nomadic	
Museum’	(Fig.	61,	top)	that	travels	the	world.	In	
collaboraCon	 with	 Japanese	 architect	 Shigeru	
Ban,	he	constructed	 the	exterior	walls	of	exist-
ing	shipping	cargo	containers	and	recycled	paper	
tube	columns,	which	were	easily	assembled	and	
disassembled	for	his	shows.		
	 The	 accompanying	 60-minute	 feature	 film	

combined	 sCll	 and	movie	 cameras	
as	 a	 poeCc	 narraCve.	 The	 exhibi-
Con	 has	 aKracted	 more	 than	 10	
million	visitors,	making	it	the	most	
aKended	 exhibiCon	 by	 a	 living	
arCst	 in	 history.	 The	 results	 point	
to	 a	 holisCc	 arCsCc	 endeavour	 in	
which	 photography	mediates	 inte-
rior	 and	 exterior	 transformaCons	
individually	and	collecCvely.	

13.5		The	Built	Environment	as	a	
Dynamic	Phenomenon	

Gebser	 also	 idenCfies	 a	 second	
characterisCc	 of	 integral	 con-
sciousness	 as	 that	 of	 “concreCzing	
Cme,”	 where	 to	 concreCze	 is	 to	
know	 something	 as	 concrete,	

rather	 than	 abstract	 and	 therefore	 be	 able	 to	
integrate	it	fully—in	this	case	to	integrate	space	
with	 Cme.	 Whereas	 Modern	 consciousness	 is	
more	 concerned	 with	 portraying	 space,	 and	
Postmodernism	with	 context	 and	 the	meaning	
behind	 form,	 for	 the	 Integral,	 Cme	 is	 fully	
present	 and	 is	 as	 important	 as	 space.	Modern	
thought	marks	 Cme	 as	 linear	 and	 experienced	
by	movement	within	universal	space	and	as	ev-
idenced	 by	 change.	 Postmodern	 ecological	
thought	 requires	 process	 thinking,	 where	 Cme	
is	 understood	 cyclically	 as	 the	 order	 of	 change	
and	 exchange,	 along	 with	 contextual	 thinking,	
where	space	 is	understood	within	 larger	space.	
Integral	awareness	includes	all	of	these,	and	the	
sense	of	Cme	as	evoluConary,	that	is	as	the	or-
der	 of	 process	 and	 the	 direcCon	 of	 increasing	
complexity,	while	space	can	also	be	seen	as	hol-
archic,	as	contexts	within	contexts.		
	 While	 the	 techniques	 of	 represenCng	 archi-
tecture	and	the	city	as	dynamic	phenomena	are	
not	 limited	 to	 Integral	 photographers,	 Integral	
level	 photographic	 perspecCves	 oNen	 employ	
longer	 shuKer	 speeds	 to	 capture	 human	 mo-
Con,	 long-exposures	 to	 express	 sky	 and	 water	
changes	 (Fig.	 62),	Cme-lapse	photography	 (Fig-
ures	 63,	 64	 movies),	 mulCple	 exposures	 (Fig.	
65),	entry	or	other	traverse	sequences	through	
buildings	 and	 sites,	 and	 viewpoint	 sequences	
combined	with	Cme-lapse	and	hyper-lapse.	

The	Integral	Lens	—	�36

Fig.	62			Berlin	construc>on	site,	2-year	exposure.	 
Photo	©Michael	Welsey



3rd	INTEGRAL	EUROPEAN	CONFERENCE,	2018

	 Michael	Wesely’s	 ‘Open	ShuKer’	 series	 (Fig.	
62)	pushes	 the	 limits	of	 long	exposure	photog-
raphy	 and	 mulCple	 exposures	 to	 duraCons	 of	
months	 and	 years.	 With	 bespoke	 camera	
equipment,	a	combinaCon	of	filters	and	weath-
erproofing	to	protect	against	the	elements	dur-
ing	its	long	presence	in	a	scene,	he	documented	
major	construcCon	sites	in	Berlin	and	New	York,	
revealing	 architecture’s	 fragility	 and	 the	 layers	
of	the	city	that	are	oNen	hidden.	Explaining	his	
work	he	states:	

My	long-exposure	images	ques>on	our	
understanding	not	only	of	photography	but	also	
of	memory,	image,	>me	and	imagina>on,	and	
challenge	the	conven>ons	of	representa>on.		

	 Koyaanisqatsi	 (1982)	 by	 director	 Godfrey	
Reggio	 and	 cinematographer	 Ron	 Fricke	 intro-
duced	the	Cme-lapse	technique,	where	sCll	 im-
ages	are	 taken	 from	a	fixed	posiCon	every	 few	
seconds	 for	 a	 duraCon	 of	 several	 hours	 and	
then	 played	 back	 in	 30	 frames	 per	 second	
speed.	 Slow	 and	 dynamic	 natural	 and	 human	
changes	that	cannot	be	observed	by	the	naked	
eye	 and	 convenConal	 means	 were	 edited	 to-
gether	over	a	music	score,	ushering	a	new	non-
narraCve	cinemaCc	experience.	While	such	pro-
ducCons	 in	 the	 past	 required	 expensive	 and	
mulC-crew	 setups,	 they	 have	 become	 easer	 to	
create	 with	 digital	 single-lens-reflex	 cameras	
(DSLRs),	 and	 both	 architectural	 photographers	
and	arCsts	use	 this	engaging	 technique	 to	por-
tray	 the	 dynamic	 aspects	 of	 architecture	 (Fig-
ures	63,	64).	
	 Fabrice	 Silly’s	 ‘Timeless	 4’	 image	 (Fig.	 65)	 is	
part	of	a	series	of	images	from	his	photographic	
journeys	 to	 France,	 Italy	 and	 the	 USA,	 among	
others,	 where	 he	 experimented	 with	 the	 in-
camera	double	exposure	feature	superimposing	
several	 shots	 and	 post-processing	 the	 final	 re-
sult	 with	 the	 ‘intenConal	 camera	 movement’	
technique.	 Inspired	 by	 impressionist	 and	 ex-
pressionist	 painters,	 the	 resulCng	works	merge	
these	 two	 fine	 art	 fields	 with	 the	 ephemeral	
nature	 of	 man	 in	 a	 changing	 world	 being	 the	
central	theme.		

13.6		Type	Fluidity	

Both	 editorial/commercial	 and	 arCsCc/expres-
sive	architectural	photography	have	by	now	de-
veloped	mulCple	 well-established	 visual	 styles,	
languages	 and	 sub-genres;	 both	 individually	 as	

The	Integral	Lens	—	�37

Fig.	65			Timeless	4.	Photo	©Fabrice	Silly,	2013

Fig.	63			Empire	State	of	Mind:	New	York.	 
©	Pygmalion	Karatzas,	2015  
Click	to	view	>me-lapse	video

Fig.	64			EXPO	2015	Milano	Glimpses.	 
©	Pygmalion	Karatzas,	2015  
Click	to	view	>me-lapse	video

https://www.youtube.com/watch?v=wkj3kzzUdPk
https://www.youtube.com/watch?v=84uktpJqap0
https://www.youtube.com/watch?v=wkj3kzzUdPk
https://www.youtube.com/watch?v=84uktpJqap0
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growth,	megaciCes,	housing	the	billions	of	poor	
worldwide	 and	 the	 environmental	 impacts	 of	
human	 habitat,	 including	 the	 urgent	 issue	 of	
climate	change.	We	expect	therefore	to	see	 In-
tegrally-informed	 photographers	 become	more	
socially	and	environmentally	engaged.		
	 We	 imagine	many	more	pracCces	 along	 the	
lines	 of	 Gregory	 Colbert,	 using	 creaCve	 en-
trepreneurial	models	 to	put	their	skills	 to	work	
catalyzing	 consciousness	 shiNs	 and	 making	 a	
contribuCon.	 Integral	 awareness	 sees	 no	 prob-
lem	with	making	a	profit	while	doing	good,	sup-
porCng	 oneself	 at	 making	 a	 living	 while	 being	
the	 maximum	 contribuCon	 one	 can.	 Wendell	
Berry	wrote	in	his	poem,	‘Healing,’		

Seeing	the	work	that	there	is	to	be	done,	  
Who	can	help	wan>ng	to	be	the	one	to	do	it?	

If	 indeed	 each	 level	 in	 its	 healthy	 expression	
transcends	 and	 includes	 the	 previous	 levels,	
then	an	Integral	level	architectural	photography	
will	 criCque	 the	built	environment	while	point-
ing	to	posiCve	alternaCve	soluCons.	 It	will	con-
vey	the	spaCal	experience	of	buildings	and	help	
us	 place	 them	 with	 awareness	 into	 their	 con-
sCtuent	 living	 systems.	 It	will	 portray	 how	 real	
people	 doing	 real	 acCviCes	 use	 and	 occupy	
buildings	while	making	 us	more	 aware	 of	 how	
buildings	 can	 beKer	 support	 what	 is	 most	 im-
portant	 in	 human	 life.	 It	will	 facilitate	 the	 eco-
nomic	health	of	members	of	 the	building	com-
munity,	 promoCng	 quality	 works	 of	 design,	
while	also	 forwarding	 the	paKerns	 that	bring	a	
high	density	of	life	energy	to	our	world.	
	 Several	 trends	 make	 the	 professional	 pho-
tographer’s	career	both	difficult	and	in	flux:	the	
increasing	 diversificaCon	 of	 the	 photographic	
industry,	 the	 the	 proliferaCon	 of	 cheap	 visual	
culture	and	 increasingly	more	accessible	digital	
technologies	 for	 both	 creaCng	 images	 and	 for	
disseminaCon.	 OpCmisCcally,	 we	 stand	 for	 the	
unreasonable	 possibility	 that	 integral	 architec-
tural	 photographers	 will	 find	 paths	 for	 both	 a	
dignified	 living	 and	 an	 honorable	 commitment	
to	 the	 life	 and	 health	 of	 the	 built	 and	 natural	
environment	that	is	our	home.	
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