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The archaeological site of Ḫattuša, 
inscribed on the UNESCO World 
Heritage List in 1986, was the ancient 
capital of the Hittite Empire, one of the 
most in#uential “territorial states” of the 
Near East during the second millennium 
BC. Founded in central Anatolia at the 
end of the third millennium BC, the city 
expanded with the establishment of an 
Assyrian merchant colony in the early 
centuries of the second millennium BC. 
Following its destruction around 1720 BC 
by Anitta, king of Neša, a rival Anatolian 
city, Ḫattuša became the Hittite capital 
around 1650 BC. This marked a profound 
transformation in the urban layout, 
which adopted a distinctly monumental 
character. Not only did the city’s size 
expand dramatically, but its architecture 
developed a unique language, creating 
new conceptions of religious, civic, and 
military space – manifestations of the 
rise of the Hittite state and its imperial 
aspirations. Alongside the development 
of new architectural forms, a series of 
social and technological innovations 
enabled this transition, resulting in a level 
of social complexity that was unparalleled 
in pre-Classical central Anatolia. Ḫattuša 
remained the capital of the Hittite Empire 
until around 1180 BC.

[focus]

Ḫattuša. 
Architectures
in the space of landscape
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1 Aerial view from the south of Yerkapı and the Upper 
City / Vista aerea da sud di Yerkapı e della città alta.
2 The western side of the site, seen from Sarıkale / Il 
versante ovest del sito visto da Sarıkale.
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The Korean pavilion is playful and 
brutalist at the same time. It is the result 
of the rich creativity of the visionary 
architect Moon Hoon in collaboration 
with Mooyuki Architects. The pavilion 
is located in the Mobility District 
and represents the motto «Smart 
Korea, Moving the World to you». It is 
characterized by an unusual shape that 
reminds a pixelated dune, establishing in 
this way a relationship with the landscape 
of the hosting country and representing, 
in its changing form, the dynamism of 
Korean people. The pixels are 1.597 
spinning cubes, inspired by the Korean 
aesthetic of color, with three analog 
faces, each being a combination of two 
triangles in the three primary colors (blue-
red, blue-yellow, red-yellow).
The fourth digital side of the cube is an 
ever-changing screen, that transforms 
the façade into a communicative surface, 
emitting lights and combining them into 
decorative motifs or strings of text.
The technology of the inclined façade 
reminds the experimental skin of 
Kunsthaus Graz, conceived 19 years 
ago by Peter Cook and designed by 
realities:united, where halogen kitchen 
lamps are connected to a digital system, 
that transforms the blob surface of the 
museum in a low-resolution screen, 
able to communicate pieces of digital art 
or dynamic text to the city. Just as the 
museum in Graz catches the attention 
of the citizens for its both rough and 
sophisticated technology, so the Korean 
Pavilion stands out in the crowded 
landscape of the Expo with its digi-logue 
system and communicates a message 
toward the public spaces, where 
signal, canopies, urban furniture and 
pavilions’ façades create a confusing and 
overwhelming visual mix.
The project is a combination of three 
main elements: the façade, the ramp and 
the courtyard (madang).
In the Korean pavilion architecture and 
experience are perfectly coincident. 
Differently than other pavilions, there 
is no dichotomy between interior and 
exterior and no separation between 
the architecture and the journey, since 
the pavilion is the journey itself. The 
circulation is mainly external and starts 
with an escalator that brings to a series 
of four weaving ramps that, protruding 

out of the inclined façade symbolize the 
move towards a hyper-connected world. 
Some augmented reality stations mix 
views of the pavilion with digital images of 
the present and future strength of Korean 
mobility. The structure is complex and 
brave, the ramps are fully cantilevered 
thanks to the counterbalance of the 
inclined façade.
The journey ends in a covered courtyard 
located at the ground level under the 
tent-like structural dune, that !lters 
the light and brings the breeze inside. 
Here it is possible to !nd two other 
dynamic elements: the kinetic horizontal 
sculpture composed of 40 large #oating 
screens symbolizing the connection 
of nature, people and technology and 
the three digital cuboids located on the 
stage moved by an autonomous driving 
algorithm.
The journey includes also a few other 
elements: a #ap display installation at the 
highest point of the path and a vertical 
movie theatre that brings the visitor on 
an immersive and virtual trip among the 
wonders of the country.
Performances are an integral part of the 
pavilion, they animate the madang every 
day of the Expo, ten times per day.
The pavilion communicates overall 
dynamism and continuity. Its structure 
has a double narrative: the inclined 
façade with the spinning cubes that 
communicates through the movements, 
the colors and the light effects, and the 
side of the building that, as in the case 
of the Bedouins tent, is open toward 
the space in front and communicates 
its dynamism through the presence of 
the audience on the stands and the 
movement of the performers on the 
stage.
The style of the project is in line with 
Moon Hoon artistic drawings – that 
combine Asian styles of painting, classic 
comics, sci-! manga, anime art – and 
recalls, in its bright colors and repeated 
geometries, the recent Korean science 
!ction series. Its machine-like aspect 
reminds the work of Lebbeus Woods, 
a constant source of inspiration for the 
architect.

Photo by Republic of Korea Pavilion
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One of the most remarkable features of 
the site is how the complex topography 
of the area was integrated into the city’s 
design, making Ḫattuša an exceptionally 
valuable case study for understanding 
the evolution of urban planning in the 
second millennium BC. This integration 
allowed the Hittites not only to divide 
the city along natural boundaries, which 
were further accentuated by arti!cial 
structures, but also to weave the 
surrounding landscape into the urban 
fabric, turning it into an intrinsic part of 
the function and symbolic language of 
the architecture1.
This characteristic is evident in every 
area of the city, where functional and 
symbolic elements de!ne an extensive 
network of relationships between places, 
organized both in temporal sequences 
and in spatial patterns of land use. These 
relationships extended not only within the 

city walls but also beyond them, following 
the distant horizon of the Budaközü River. 
The overall layout of Ḫattuša reveals the 
Hittites’ intent to rede!ne the character 
of both the immediate territory and the 
broader landscape, positioning the city 
as a center from which – and toward 
which – directions and paths could 
be traced through the natural world2. 
Approaching the city from the north, it 
would have appeared as a re#ection of 
the landscape, marked by a sequence 
of high rocky outcrops and associated 
buildings. These elevated areas were 
shaped to host temples and ramps for 
rituals, the stages of which are described 
in remarkable detail in ancient texts. 
The city did not host ordinary dwellings; 
the 160 hectares were reserved for the 
royal family, priests, nobility, military 
leaders, and scribes. The architecture 
was designed for ceremonial purposes, 

creating spaces that functioned as 
narrative elements, like words from 
written texts represented in physical 
space. Hieroglyphic inscriptions carved 
into the blocks and bases of temples3 
connected two modes of representation: 
the written word and the symbolic forms 
of architecture, which emerged from the 
exposed rock, marked by striations along 
fault lines carved by the forces of the 
earth.
As one moved through the city, the 
buildings appeared to unfold across the 
landscape, between hills and valleys. 
The elevated areas, sacred to the 
Hittites, were shaped like pedestals for 
sculptures, while architectural elements 
were integrated into paths that connected 
topographical units and sections of the 
city. These areas were used intermittently 
over time, but always within the uni!ed 
framework of a controlled landscape. 

This connection between space and 
time helped form a “map of existence”, 
guiding the inhabitants’ orientation within 
a carefully regulated territory.
Recent studies, including the systematic 
use of radiocarbon dating, three-
dimensional digital mapping4, and 
geospatial data analysis, have provided 
a much more nuanced understanding 
of the site’s development and use. 
These studies reveal that the growth of 
Ḫattuša cannot be reduced to a linear 
progression tied to predetermined 
historical phases derived from cuneiform 
texts. Considering the heterogeneous 
topography and the complex taphonomy 
of Boğazköy, new research by Andreas 
Schachner5 has highlighted how, after 
an initial phase of urban planning, the 
use of certain areas evolved in response 
to the site’s changing topography over 
time. This suggests that the development 

3 View of the inner valley as seen from the north, within 
the city walls / Vista da nord della valle interna alle mura.
4 View of the site from the Budaközü river gorge / Vista 
del sito dalla gola del !ume Budaközü.
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The Korean pavilion is playful and 
brutalist at the same time. It is the result 
of the rich creativity of the visionary 
architect Moon Hoon in collaboration 
with Mooyuki Architects. The pavilion 
is located in the Mobility District 
and represents the motto «Smart 
Korea, Moving the World to you». It is 
characterized by an unusual shape that 
reminds a pixelated dune, establishing in 
this way a relationship with the landscape 
of the hosting country and representing, 
in its changing form, the dynamism of 
Korean people. The pixels are 1.597 
spinning cubes, inspired by the Korean 
aesthetic of color, with three analog 
faces, each being a combination of two 
triangles in the three primary colors (blue-
red, blue-yellow, red-yellow).
The fourth digital side of the cube is an 
ever-changing screen, that transforms 
the façade into a communicative surface, 
emitting lights and combining them into 
decorative motifs or strings of text.
The technology of the inclined façade 
reminds the experimental skin of 
Kunsthaus Graz, conceived 19 years 
ago by Peter Cook and designed by 
realities:united, where halogen kitchen 
lamps are connected to a digital system, 
that transforms the blob surface of the 
museum in a low-resolution screen, 
able to communicate pieces of digital art 
or dynamic text to the city. Just as the 
museum in Graz catches the attention 
of the citizens for its both rough and 
sophisticated technology, so the Korean 
Pavilion stands out in the crowded 
landscape of the Expo with its digi-logue 
system and communicates a message 
toward the public spaces, where 
signal, canopies, urban furniture and 
pavilions’ façades create a confusing and 
overwhelming visual mix.
The project is a combination of three 
main elements: the façade, the ramp and 
the courtyard (madang).
In the Korean pavilion architecture and 
experience are perfectly coincident. 
Differently than other pavilions, there 
is no dichotomy between interior and 
exterior and no separation between 
the architecture and the journey, since 
the pavilion is the journey itself. The 
circulation is mainly external and starts 
with an escalator that brings to a series 
of four weaving ramps that, protruding 

out of the inclined façade symbolize the 
move towards a hyper-connected world. 
Some augmented reality stations mix 
views of the pavilion with digital images of 
the present and future strength of Korean 
mobility. The structure is complex and 
brave, the ramps are fully cantilevered 
thanks to the counterbalance of the 
inclined façade.
The journey ends in a covered courtyard 
located at the ground level under the 
tent-like structural dune, that !lters 
the light and brings the breeze inside. 
Here it is possible to !nd two other 
dynamic elements: the kinetic horizontal 
sculpture composed of 40 large #oating 
screens symbolizing the connection 
of nature, people and technology and 
the three digital cuboids located on the 
stage moved by an autonomous driving 
algorithm.
The journey includes also a few other 
elements: a #ap display installation at the 
highest point of the path and a vertical 
movie theatre that brings the visitor on 
an immersive and virtual trip among the 
wonders of the country.
Performances are an integral part of the 
pavilion, they animate the madang every 
day of the Expo, ten times per day.
The pavilion communicates overall 
dynamism and continuity. Its structure 
has a double narrative: the inclined 
façade with the spinning cubes that 
communicates through the movements, 
the colors and the light effects, and the 
side of the building that, as in the case 
of the Bedouins tent, is open toward 
the space in front and communicates 
its dynamism through the presence of 
the audience on the stands and the 
movement of the performers on the 
stage.
The style of the project is in line with 
Moon Hoon artistic drawings – that 
combine Asian styles of painting, classic 
comics, sci-! manga, anime art – and 
recalls, in its bright colors and repeated 
geometries, the recent Korean science 
!ction series. Its machine-like aspect 
reminds the work of Lebbeus Woods, 
a constant source of inspiration for the 
architect.

Photo by Republic of Korea Pavilion[focus]
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of the city was not merely a functional 
response to physical constraints but 
also a dynamic process that integrated 
symbolic meanings with the physical 
space6. 
The monumental walls that de!ned 
the city’s boundaries played a key role 
in this transformation, both marking a 
space for human activity and imposing 
an ideological framework upon it. These 
walls acted as a boundary that uni!ed 
the city, transforming the landscape into 
a coherent space in which the center, 
both symbolic and physical, was clearly 
de!ned.
The city walls demarcated a domain 
of proximity, unifying existential space 
and shaping it into a place where «what 
is “known” is reassuring, in contrast 
with what is unknown and its menacing 
atmosphere. It is the point where man 
positions himself as a rational being in 
space, where he “halts” and “dwell”»7. 
Within this domain, men have built 
reference centers, nodes from which 
the city’s orography could be organized 
according to topological matrices. At the 
boundaries where roads intersected the 
walls, monumental gates opened into the 
sacred domain of the city, representing 
rituals of passage. The landscape 
here became a physical embodiment 
of transition, a liminal phase that was 

heavily ritualized, as rites of passage 
were central to the functioning of Hittite 
society8.
The central relevance of the boundary’s 
area/state, linked to the spatial 
conception of rites of passage, de!ne the 
boundary, gate architecture, where one 
crosses from the mundane to the sacred 
space. 
The city walls enfold these spaces, 
tracing their layout along the orographic 
thresholds that marked the city’s 
boundaries, serving simultaneously as 
both a mysterious barrier and a reference 
point for distant pathways. At Ḫattuša, 
for example, the Sphinx Gate forms the 
arti!cial hill of Yerkapı, cut by stairways 
and ramps for processions, with a 
postern whose walls bear hieroglyphic 
inscriptions invoking the rites of 
«passage through the sacred mountain 
Tuthaliya»9. Similarly, the King’s Gate 
opens with projecting structures leading 
gradually toward the plain, while the Lion 
Gate retains a hieroglyphic inscription 
on its western outer side, referring to 
puri!cation rites nearby the portal10. 
These architectural features de!ne paths 
of meaning, projecting knowledge into 
the symbolic space of the landscape, 
which, within these boundaries, becomes 
intimate, proximate, sacred, and 
ultimately, the city itself.

5 The hieroglyphic relief at Nişantaş / Il rilievo gerogli!co 
di Nişantaş.
6 Rocce sagomate del monumento di Kızlar Kaya / 
Carved rock formations of the Kızlar Kaya monument.

6
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Photo by Republic of Korea Pavilion[focus]
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Il sito archeologico di Ḫattuša, aggiunto 
alla Lista del Patrimonio Mondiale 
dell’UNESCO nel 1986, coincide con 
l’antica capitale dell’Impero ittita, uno 
degli “stati territoriali” più importanti 
del Vicino Oriente nel II millennio a.C. 
Fondata nell’Anatolia centrale alla !ne 
del III millennio a.C., la città si ampliò a 
seguito dell’istituzione di una colonia di 
commercianti assiri durante i primi secoli 
del II millennio a.C. Dopo la distruzione 
nella prima metà del 1720 a.C. da parte 
di Anitta, il re di Neša, una città rivale 
dell’Anatolia, intorno al 1650 a.C., divenne 
la capitale dello stato ittita, circostanza 
che segnò una visibile trasformazione 
dello spazio urbano, che assunse un 
forte carattere monumentale. Non solo 
le dimensioni furono estremamente 
ampliate, ma le stesse architetture 
svilupparono un proprio linguaggio e una 
nuova concezione dello spazio religioso, 
civile, nonché militare, che ri#ettevano 
l’affermazione del nuovo stato ittita e le 
sue rivendicazioni imperiali. Oltre alle 
nuove forme architettoniche, un insieme 
di innovazioni sociali e tecniche rese 
possibile questo passaggio, portando a un 
grado di complessità sociale unico nella 
storia preclassica dell’Anatolia centrale. 
Questa metropoli dell’impero ittita 
sopravvisse !no al 1180 a.C. circa.
L’inclusione della complessa topogra!a 
dell’area nel progetto della città è una 
delle tante caratteristiche che rendono 
Ḫattuša un luogo di eccezionale 
rilievo nello studio dell’evoluzione 
della piani!cazione urbana del 

Ḫattuša. 
Architetture nello spazio del paesaggio

tempo
lettura

7:41

7 Stages of the laser scanning of the walls at Sarıkale 
/ Fasi di digitalizzazione delle strutture murarie di 
Sarıkale.
8 View of the Great Temple, with the gorge and the 
modeled outcrop of Ambarlikaya in the background / 
Vista del Grande Tempio verso con alle spalle la gola e 
l’affioramento modellato di Ambarlikaya. 8

7
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9 The Lion Gate / La Porta dei Leoni.
10 Point cloud model of the Sphinx Gate / Modello 
numerico in punti della Porta delle S!ngi. 

9 10

secondo millennio a.C. Questo aspetto 
consentì agli Ittiti non solo di dividere 
funzionalmente la città lungo con!ni 
naturali – che furono persino ampli!cati 
con strutture arti!ciali – ma anche di 
incorporare il paesaggio nell’ambiente 
urbano, diventando così parte della 
funzione e del linguaggio simbolico dei 
singoli edi!ci1. Tale carattere si palesa 
in ogni area della città costruita, in cui 
aspetti funzionali e simbolici de!niscono 
un esteso spazio di relazioni tra i 
luoghi all’interno di sequenze temporali 
e schemi di utilizzo di porzioni del 
territorio, sia in prossimità, quando 
incluso nelle mura, sia in lontananza, 
quando tracciato dall’orizzonte oltre le 
alture ai margini del !ume Budaközü. 
Osservando il sito di Ḫattuša, emerge 
con chiarezza l’intenzione degli Ittiti di 
ride!nire i caratteri del territorio su cui 

esso sorgeva e del più esteso paesaggio, 
strutturandosi come luogo di raccordo, 
centro da cui e verso cui tracciare le 
direzioni, i percorsi, attraverso i domini 
ignoti degli spazi naturali2. La città doveva 
apparire, giungendo da nord, come un 
riverbero del paesaggio nella sequenza 
di alti affioramenti rocciosi e di edi!ci 
ad essi riferiti, di alture sagomate per 
ospitare templi e rampe per processioni 
rituali, le cui fasi erano de!nite da 
precise prescrizioni che gli antichi testi 
riportano con esattezza. Nella città non 
vi erano abitazioni ordinarie, gli oltre 
160 ettari non ospitavano la normale 
popolazione, ma solo i membri della 
famiglia reale, sacerdoti, notabili, militari, 
scribi. Le architetture componevano 
luoghi per cerimonie, riti, come elementi 
di una narrazione, come parole di testi 
rappresentati nello spazio. 
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Gerogli!ci incisi sui blocchi e sui 
basamenti dei templi3 raccordavano i 
due linguaggi della rappresentazione, 
la parola scritta e le forme simboliche 
di architetture scaturite dalla roccia 
affiorante, solcata da strie lungo faglie 
che corrono nella profondità della terra.
Muovendosi nella città, i volumi degli 
edi!ci sembravano articolarsi tra alture 
e valli: le prime, sacre per gli ittiti, 
apparivano sagomate come piedistalli per 
sculture permeate di spazio, architetture 
raccordate ai percorsi che dalle sommità, 
lungo i crinali, connettevano unità 
topogra!che e porzioni di città, usate con 
discontinuità nel tempo ma all’interno 
dell’unitario progetto di costrizione di 
una porzione di territorio all’interno di 
una mappa regolata, in cui orientare la 
propria esistenza.
La recente lettura attraverso nuovi 
approcci di ricerca – quali l’uso 
sistematico del metodo di datazione 
al radiocarbonio, di tecnologie per 
la digitalizzazione tridimensionale4 
e di procedure software per l’analisi 
dei dati geospaziali relativi a indagini 
archeologiche condotte nel passato 
– ha di fatto restituito una articolata 
dinamica di progettazione e di uso 

delle diverse unità topogra!che del sito, 
che ora appaiono non più riferibili a un 
modello di sviluppo lineare connesso 
a scenari storici precostituiti desunti 
dalla interpretazione dei testi cuneiformi. 
Considerando la topogra!a eterogenea 
e la tafonomia complessa di Boğazköy, 
nuovi studi condotti da Andreas 
Schachner5 hanno evidenziato come a 
una generale piani!cazione dello spazio 
urbano, tracciato dalla permanenza 
d’uso di aree simboliche e funzionali 
emblematiche6, sia poi succeduto un 
utilizzo parziale di alcune aree della città 
nelle diverse fasi storiche fortemente 
connesse alla topogra!a dei luoghi. Ciò 
lascia intendere che ai normali cicli di 
piani!cazione e utilizzo di alcune zone, 
connesse a esigenze funzionali così 
come ai caratteri orogra!ci dei luoghi, si 
associassero ambiti simbolici di raccordo 
delle dinamiche di trasformazione 
dello spazio urbano, de!nito dal limite 
consistente delle mura urbiche. 
Queste, de!nite come limite per 
demarcare un dominio in cui comporre 
luoghi potenziali delle attività umane, 
attraverso cui prendere possesso 
dell’ambiente per mezzo di percorsi e 
luoghi, svelano con chiarezza l’intenzione 

di un condizionamento ideologico del 
sito.
Il recinto de!nisce un dominio di 
prossimità per la sua funzione uni!catrice 
dello spazio esistenziale, colma 
l’immagine e lo trasforma in uno spazio 
coerente in cui riconoscere un luogo, 
un centro, «il ‘conosciuto’ rassicurante, 
in contrasto con l’ignoto e il minaccioso 
che lo circondano. “È il punto in cui 
l’uomo prende posizione come essere 
razionale nello spazio, in cui ‘si sofferma’ 
e ‘abita’ nello spazio”»7. In tale dominio 
l’uomo edi!ca dei centri di riferimento, 
dei nodi di dispiegamento dei percorsi 
che tracciano l’orogra!a e la organizzano 
secondo matrici topologiche. Nei punti 
limite dove le strade intercettano le mura, 
porte monumentali aprono il dominio 
sacro della città attraverso luoghi in 
cui rappresentare il rito fondante del 
passaggio. Qui, il paesaggio sostanzia 
il suo ripiegamento, inviluppa lo spazio 
che costringe l’individuo in un’alterazione 
di stato attraverso una fase liminare, o di 
transizione, fortemente marcata in senso 
sacrale, proprio perché i riti di passaggio 
rappresentavano un elemento regolatore 
essenziale della comunità sociale8.
La centralità dell’area/stato del margine, 

associata alla concezione primariamente 
topologica dei riti di passaggio, de!nisce 
i caratteri di questa architettura di 
con!ne, di varco, in cui espiare i limiti 
dalla natura umana per prender parte 
alla sacralità dello spazio normalizzato. 
E le mura inviluppano tali luoghi, ne 
tracciano il dispiegamento lungo le soglie 
orogra!che che rimarcano lo spazio della 
città, ne segnano il ruolo s!ngeo per 
essere insieme limite interno di chiusura 
e punto di riferimento per sentieri distanti. 
E così ad Ḫattuša la Porta delle S!ngi 
edi!ca la collina arti!ciale di Yerkapı, 
tagliata da gradinate e rampe per 
processioni e da una posterula, lungo 
le cui pareti gli ittiti dipinsero gerogli!ci 
per invocare riti di «passaggio della/
attraverso la montagna sacra Tuthaliya»9; 
la Porta dei Re si apre per mezzo di 
avancorpi che muovono gradualmente 
verso la piana di lato alle mura; la Porta 
dei Leoni conserva sul lato occidentale 
esterno un’iscrizione gerogli!ca riferita 
a riti di puri!cazione presso il portale10; 
luoghi in cui l’architettura de!nisce 
tracciati di senso, simboli di conoscenze 
riproiettate nell’esteso spazio simbolico 
del paesaggio che tra questi margini si fa 
intimo, prossimo, sacro, diviene città.

11 Modello Numerico di Yerkapı / Numerical model of 
Yerkapı.
12 Serpentinite cube inside the Great Temple / Cubo di 
serpentinite all’interno del Grande Tempio.
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