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INTRODUCTION

“Remix” as defined by Mirriam-Webster dictiona-
ry is “a variant of an original recording (as of a song) 
made by rearranging or adding to the original.”

We have more information today than ever before 
because of the emergence of the internet. The digital 
tools available to us today creates new possibilities that 
did not exist in the past. The remix is one of the most 
important and predominant of these new possibilities.

In this book we will explain many things dealing with 
the remix theory. We will describe the correlation bet-
ween Irony (studio topic) and remix. We will begin 
with a basic yet necessary introduction on the histo-
ry and the relevant terms (such as reinterpretation, 
collage, and copy/paste). Then, the remix will be de-
fined with the help of various case studies (in art, ar-
chitecture, and music). Finally, we will answer the 
questions we set out do discover: Is originality exis-
tent? If not, then everything must be considered a 
remix (extended remix—see chapter 9). Can we call 
the remixes of today an artistic style or epoch? What 
about those remixes that were created using digital 
tools like artificial intelligence? And the final question 
is: Can anyone be an architect in the modern age?
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Cut With the Kitchen Knife Dada Through the Last Weimar Beer-Belly Cultural Epoch in Germany
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In order to fully understand the theory of the remix, 
one must first become acquainted with the origins of 
ironic representation such as remix theory, the flea 
market theory, and most importantly, the collage. 

To begin, let us start with the collage because the col-
lage is paramount to gaining an understanding of the 
theory of the remix as a whole. Cambridge Dictionary 
defines a collage as “(the art of making) a picture in 
which various materials or objects, for example paper, 
cloth, or photographs, are stuck onto a larger surface.” 
The collage is composed of both borrowed and origi-
nal material, and usually involves some sort of cutting 
and pasting (either digital or physical). The collage can 
also be found in a wide array of arts such as literatu-
re, music, photography, and architecture. Of course, it 
can be either abstract or representational; however, the 
more abstract a collage is, the more vague the parts 
become. In an abstract collage, the parts can not be 
traced back to their origin, thus creating a whole new 
meaning for the piece—this is an important part of the 
remix theory. In other words, the most extreme remixes 
(or collages) create an entirely new, functioning auto-
nomous whole (this idea will be discussed in chapter 
14 with an explanation about the assemblage theory).

The collage has been around for a long time. During the 
early 1900s, the collage took on new forms and mea-
nings. The collage became an ironic figure, and a way 
to critique society. This reinvention and reinterpretation 
was brought forth through the minds of the Dadaists. 
Dadaism is defined as the rejection of logic, reason, 
and aesthetics in favor of absurdity and nonsense. 

Perhaps the best known definition comes from one 
of the founders, Tristan Tzara, who said in the Dada 
Manifesto that Dadaism is defined as the “abolition of 
logic.” (Tzara, 1918, p. 4) Through their use of nonsen-
sical art, the Dadaists influenced many breakthroughs 
in modern art including Surrealism and Pop-Art.

The collage was used primarily by the Dadaists to 
critique the society that they lived in. Other times, it 
had no meaning at all, and the absence of meaning 
was the meaning itself; ie: an absence of values.
In 1922, the modernist poet, T. S. Eliot wrote “The 
Waste Land,” which is a wonderful example of a lite-
rary collage. In it, Eliot quotes almost all facets of lite-
rature and culture. He “pastes” elements from famous 
writers like Dante, Shakespeare, Huxley, Homer and 
even Wagnerian lyrics into his poem. Although su-
rely influenced by the Dadaists, Eliot took a different 
approach. He did not want his work to be filled with 
nonsense like the Dadaists—he wanted it to have 
meaning, and so, he “cuts and pastes” elements of 
Dadaist theory into his own modernist ideas to arrive 
at his sensical and meaningful, although dense work. 
(cf. Eliot, 1922) To wit, he takes the idea of the collage, 
but leaves behind the meaninglessness. By doing this, 
he creates a unique critique of the modern society he 
lives in, and mourns for the nostalgia of the bygone era. 

 

THE COLLAGE
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EXAMPLES OF  REFERENCES USED IN “THE WASTE LAND” CAN BE SEEN IN THE ABOVE D IAGRAM.
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In his book, Readymades, Meaning, and the Age of 
Consumption, author David Banash illustrates the 
various types of collages and how each respective 
collage creates irony and a new meaning for and in 
itself. He gives an example of a book entitled VAS: An 
Opera in Flatland which is similar to Eliot’s “The Was-
te Land” in that it is a literary collage. The author of 
this book, Steve Tomasula mixes multiple genres in the 
same book—often on the same pages. For example, 
he writes sections in the style of comics, poetry, non-
fi ction, and fi ction. However, this is not as new as it 
may seem, even Herman Melville dabbled in mixing 
styles in the same book. (cf. Tomasula, 2009) But To-
masula goes a bit further: he deliberately creates irony.

Above is a picture of one of the pages in Tomasu-
la’s book in which he ironically compares standard-
ized testing to the pseudo-science of phrenology. By 
placing two non-related photographs together, he 
is ironically creating a very simple, yet comparati-
ve collage. When viewing these pages, we must ask 
ourselves: could these two objects (the scan-tron and 
the phrenology representations) be nostalgic becau-
se they are disappearing from our modern culture?

Also, the book, VAS: An Opera in Flatland is focused 
around the question of genealogy and eugenics. Accor-
ding to David Banash, eugenics is the “ultimate cut-up” 
because one takes a superior trait and mixes it with an-
other like one in an eff ort to weed out the inferior traits 
from a population. Not any diff erent from breeding dogs. 
A covert example of these modern day eugenics is illus-
trated by Cindy Jackson, who went through countless 
hours of plastic surgery in order to look like a Barbie doll.
(Banash, 2013, p. 256) Even this extreme exam-
ple is a collage. Jackson took what she thought 
were the ideal parts of the human body and 
“copy and pasted” them into her own body. 
As just noted, pictures, real life, and literatu-
re can all be collages. But how about fi lm?

VAS: An Opera in Flatland
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David Banash believes that all film is a collage—as-
suming it was not continuously shot. The film itself 
is not a collage, however, through editing it beco-
mes one. The first to edit a film strip was Edwin S. 
Porter in 1903, when he physically cut up the cel-
lulose film strips and pasted them in a new order. 
By doing this he created film editing. Scenes from 
modern-day films are not filmed in chronological or-
der, but instead through convenience and through 
monetary schedules. So when putting all the scenes 
in correct order, it (ironically) becomes a collage.

When a collage (or any piece of art, for that mat-
ter) is made, it unintentionally receives an “aura.” 
This is a term applied to the arts by the German 
philosopher and culture critic, Walter Benjamin. 
Benjamin argues that “that which withers in the 
age of mechanical reproduction is the aura of the
work of art.” (Benjamin, 1969, p. 4) In this sense, there 
is only one original, and by copying it and selling or 
distributing the copies, the aura of the original piece 
is destroyed. Each piece of artwork was created in a 
specific point in time, by a specific person, and for a 
specific reason; so by copying it, it reduces the original 

to the state of a ready-made. Marcel Duchamp play-
ed with this idea in his 1919 work, L.H.O.O.Q Mona 
Lisa. Here, he simply drew facial hair on a copy of 
Leonardo DaVinci‘s Mona Lisa. By doing this, the col-
lages of the modern world make it possible for ever-
yone to have the Mona Lisa in their home (a photo-
copy, that is). On top of that, we are able to modify 
artwork to our liking—if we want a Mona Lisa with 
facial hair, just buy a copy and draw it on yourself!

The cutting and pasting is not limited to just the 
physical realm, but can also be found in the digital 
one—however, with a slight twist. In this new virtual 
world, the physical act of cutting and pasting is almost 
irrelevant, and is instead replaced by copy and paste. 
The reason for the change from cutting to copying is 
because almost anything can be downloaded from 
the internet, and one only has to manipulate/copy it to 
receive the desired results. Marcus Boon in In Praise 
of Copying says that a “’cut and paste,’ one of the few 
metaphors found on a personal computer, refers to an 
operation of montage or collage, even though there 
is no literal cutting or pasting on a computer.” (Boon, 
2010, p. 176)

Marcel Duchamp L.H.O.O.Q. Mona Lisa
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Although architecture is seen as a physical art like 
sculpture or painting, today it is ever more beco-
ming digitized (the design and planning phases).

When an object is drawn on a CAD software, it copyable. 
The codes can be copied from PC to PC with just a few 
clicks. However, the moment the object is physically bu-
ilt, it receives an aura, and it becomes its own element in 
space and time. In the case of a house, the building site 
and the physicality of materials is what gives the house 
an aura. Once the house is built, it is not independently 
copyable any more, but it receives its own aura. This 
idea of the copy/paste and its affect on the aura will 
be discussed later on in relation to the remix theory.

Problems like these will be explored further in this 
book. Since anyone can draw a mustache on the 
Mona Lisa, can everyone be considered an ar-
tist? And more importantly, due to the digital world 
of copy and paste, can anyone be an architect?

Unlike art like the Mona Lisa, physical architecture is 
much more difficult to copy and paste, and thus break 
the aura. It has however been done. For example the 
whole town of Halstatt—a small town in Austria—was 
copied into a location in China. However, activities such 

as these are still very rare, and architecture seems to be 
one of the only mediums that has not been plagued by 
a dissolution of aura through the copy and paste theory.

A good example of the use of aura in modern perfor-
mance art is Yoko Ono’s Promise Piece. In memory of 
her late friend, Yoko Ono, in 1992, broke a vase (echo-
ing the age old Jewish tradition) and gave each mem-
ber of the audience a piece. This is a good example 
of the aura and nostalgia theory. In this fashion, each 
piece of the vase was once a vase, but now it takes on 
a new meaning, and creates a nostalgia for the dead 
artist as well as for the original vase. Similarly, even 
the Berlin Wall can be considered a collage of nostal-
gia. Just like Yoko Ono’s Promise Piece, the pieces of 
the Berlin Wall are not part of a physical wall anymore, 
yet they still retain the nostalgia and represent the tri-
bulation of when they were still part of an actual wall.

Yoko Ono Promise Piece
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The complementing theories and ideas 
that are necessary to understand the re-
mix theory can be found in a book by Nico-
las Bourriaud called Postproduction: Culture as 
Screenplay: How Art Reprograms the World. 
In his book, Bourriad discusses and defines very im-
portant terms and theories, most notably: DJ Culture, 
Reinterpretation Theory, Flea Market Theory, and final-
ly he gives a very simple definition of the remix theory.

To begin, Bourriaud defines DJ Culture as copying and 
pasting materials to create a new whole (very similar to 
the collage’s cut and paste). DJ takes its name from the 
disc jockeys in music clubs who copy and paste loops 
of music to create their own new piece. This is different 
from quoting, as is often done by classical and jazz mu-
sicians, because in DJ culture, the context from the pie-
ce they are using is taken away, and inserted into other 
“borrowed” sections of yet other pieces. By doing this, 
Bourriad believes that modern art is not a finished pro-
duct, but a starting point for further innovation. Today, 
art is moving away from private ownership, and moving 
towards a collective ownership. (Bouriaud, 2005, pp. 
35-38) DJ culture is the idea that art works are inno-
vated and flow from one “producer” to another—often-
times without acknowledging the original artist. There 
is no creator anymore, only producers adding on, ta-
king away, and modifying the work, and then passing 
it on to the next one to do the same. This is similar to 
Duchamp’s Mona Lisa project where much of new art-
works are modifications or reinterpretations of previous 
artworks. This means that these original pieces are now 
becoming ready-mades. By using ready-mades, the 

new artworks receive a new “aura” due to the environ-
ment they are placed in. Bourriaud calls this creation; 
he says that creation “is to insert an object into a new 
scenario.” (Bourriaud, 2005, p. 25) These, modern-day 
artists, who produce art based on ready-mades are at 
a theoretical opposition to the artists who produce art 
from nothing except their own imagination and skills. An 
interesting side-note to this modern conundrum, is that 
modern artists can rightfully be criticized for not having 
any skill in their trade. Perhaps this is true, as it does 
not require much skill or imagination to haphazardly 
pour paint onto a canvas or to draw a mustache on 
the Mona Lisa. Even Bourriaud acknowledges this fact, 
because he says that “we can produce a musical work 
without being able to play a single note of music by 
making use of existing records.” Or when he says that  
“the artwork is no longer an end point but a simple moment 
in an infinite chain of contributions.”(Bourriaud, 2005, p. 
20-39) This last sentence deserves emphasis because 
it forms the basis of our thesis: that originality does 
not exist, and that everything, including life is a remix. 

Just like the modern artist and the ready-made, the DJ 
or the re-mixer, finds new meanings in already created 
material by inverting, editing, and cutting and pasting it. 
In this sense, the modern arts belongs to everyone, so 
by copying and pasting works, they lose their owner-
ship and as Nicolas Bourriaud says in Postproduction, 
this might lead to a “sort of blueprint for a communism 
of forms.” (Bourriaud, 2005, p.35) The perception of the 
viewer also plays a huge part in modern art theories. 
Bourriaud also says that “it is the viewers who make the 
paintings.” (Bourriaud, 2005, p. 20) This means that art 

REINTERPRETATION
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is not objective anymore, as it once was. This also me-
ans that the artwork can be understood by the viewer in 
a completely different way from what the artist original-
ly intended. It also means that each viewer can have a 
different understanding from another viewer—although 
this most likely has to do with differences in culture. 
(This realization comes into play with our artificial in-
telligence-produced remixed doll’s house, in the which 
many human interactions in the AI-process were ne-
cessary in order to receive a satisfactory outcome. In-
terestingly, the human interactions were all subjective, 
which ironically means that if one hundred people were 
asked to define the input datasets or chose the ideal 
remix outcome to base a 3D model off of, we would 
have one hundred different results.) Bourriad sums 
it up by saying: “why wouldn’t the meaning of a work 
have as much to do with the use one makes of it as with 
the artist’s intentions for it?” (Bourriaud, 2005, p. 20)
This makes one think, if art is subjective, can archi-
tecture be seen the same way? Is it the viewers 
who make the building? These questions paved 
the road to our views on the theory of the remix.

Another important idea and theory is the so-called 
flea market theory. Just like an actual flea market, 
which contains a variety of materials that can be reu-
sed, restored, or taken apart, the flea market theory 
has the same characteristics as the actual flea mar-
ket. Bourriad defines a flea market as “a place where 
products of multiple provenances converge, waiting 
for new uses. An old sewing machine can become 
a kitchen table, an advertising poster from the se-
venties can serve to decorate a living room...In an 
involuntary homage to Marcel Duchamp, an object 
is given a new idea.” (Bourriaud, 2005, p. 20) An ob-
ject here can receive a whole new meaning based 
on the subjective characteristics of the various buy-
ers. It can perhaps be best described by the popular 
slogan: “one man’s trash is another man’s treasure.”
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Rirkrit Tiravanija, Untitled (One Revolution Per Minute), 1996

Examples of these theories in use:

In artist, Mike Kelley’s 1999 work entitled Test Room 
Containing Multiple Stimuli Known to elicit Curiosity and 
Manipulatory Responses, Kelley superimposes low cul-
ture upon high culture, mixes art with non-art, and com-
bines elements from both the East and the West to “to 
render shapes generally used to signify the formless.“ 
This type of DJ Culture is prevalent and a signature fea-
ture in most of his works, and Kelley likes to define it as 
“detourage.” Another definition of this phenomenon of 
DJ Culture or “detourage” is “the embedding of popular 
iconography in the system of high art, the decontextua-
lization of the massproduced object, the displacement 
of works from the canon toward commonplace con-
texts. The art of the twentieth century is an art of mon-
tage (the succession of images) and detourage (the su-
perimposition of images).” (Bourriaud, 2005, pp. 41-42)

Artists invent new uses for works from forms from the 
past. They do this through re-editing historical nar-
ratives and inserting and/or deleting elements. This 
creates alternate scenarios; which is also called “the 
production of scenarios.” (Bourriaud, 2005, p. 46) The-
se other narratives offer us other pathways through 
reality. That is to say, other ways of looking at and 
understanding the world. For example in the 1996 art 
exhibit, Untitled (One Revolution Per Minute), artist 
Rirkrit Tiravanija makes the viewer question where the 
art begins and ends. How much of what they see is 
because of Tiravanija? How much is because of their 
own understanding and subconscious mind? May-
be the art bridges the gab between the artist and the 
viewer and their respective perceptions, values, and 
understanging; to wit, it can create a narrative space.
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Mike Kelley´s Test Room Containing Multiple Stimuli Known to elicit Curiosity and Manipulatory Responses, 1999
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Villa dall´ Ava
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The best way to describe, define, and to illustrate 
an architectural theory is through examples. The Vil-
la dall’Ava is a building designed by Dutch architect, 
Rem Koolhaas. This residential building contains many 
ironic architectural elements, but most importantly, 
it forms the basis of the beginning of the remix theo-
ry—specifically through the lenses of reinterpretation. 

The Villa dall’Ava is located on a relatively small 650m² 
plot of land located in St. Cloud, Paris in France. It was 
built for the Boudet Family in 1991 amongst the back-
drop of a historical area surrounded by 19th century 
period homes, so the villa really stands out. Koolhaas 
had to rework the principles of modern architecture and 
rebel against the traditional-styled neighborhood when 
designing this villa. The client wanted another Villa 
Savoye, but Rem Koolhaas, being a bit of an ironist 
and critic himself, decided to model this villa after Le 
Corbusier’s Villa Savoye—however, with quite a few 
major differences. The Villa dall’Ava still has many ele-
ments from the Villa Savoye, such as ribbon windows, 
glass curtain walls, a roof top garden, and of course 
columns. But what makes the Villa dall’Ava interesting 
is the irony he displays. Present in his design are glass 
curtain walls that seem to hold up a heavier, solid se-
cond floor, which creates a sort of surreal illusion. This 
same design element is one of Le Corbusier’s Five 
Points of Architecture and therefore is also found in 
his Villa Savoye. Also, by using glass walls on the first 
floor, the building seems as if it were in nature. In fact, 
some regions of the glass are sandblasted to increa-
se the privacy of the residents. Similarly, Le Corbusier 
envisioned and supported having a garden present on 

the roof of the building. (Küçük, 2007, p. 61-63) Here 
is where the irony begins: yes, Koolhaas supplies us 
with a garden, but he also adds a pool on the secti-
on bridging the two sections of the villa. Interestingly 
this pool—and the garden—do not contain any hand 
or safety railings. Architectural critic, Bart Lootsma 
says: “the roof is a garden: partly planted, partly water. 
Thus, the villa is in line with Raymond Hood’s dictum 
that architecture is a multiplication of the natural surfa-
ce of the earth.” (www.ofhouses.com, 2014) This can 
be seen as a reinterpretation of the earth and its na-
tural substances—water and land. Le Corbusier’s free 
ground ideas are only a beginning in the eyes of Rem 
Koolhaas. Another reinterpretation of Koolhaas occurs 
through the columns above the main entrance. Le Cor-
busier always used straight, vertical columns, howe-
ver, Koolhaas decided to make the relatively stoic and 
boring columns into something much more playful. He 
angled them—almost like the trees in a forest are an-
gled. Through his columns, Koolhaas both reinterprets 
Le Corbusier’s ideas on columns as well as the histo-
rical use of columns as stable and vertical structures.
(www.ofhouses.com, 2014)

IRONY
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Villa dall´ Ava, pool

Villa dall‘Ava, Ground Floor
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The materials that the Villa dall’Ava uses are also 
very important. It uses bold construction and clad-
ding materials throughout the second floor, whereas 
juxtapositioned to the first floor: it is a glass wall. This 
creates a collage of materials; from rough to smooth 
appearances, and froms heavy to light weights.

In fact, if we understand it through the Assemblage we 
could venture to say that the Villa dall’Ava is given functi-
on and defined by its various collaged parts or elements.
 
By quoting and then reinterpreting elements from Philip 
Johnson, Le Corbusier, and Mies van der Rohe, Kool-
haas is showing his appreciation for the different facets 
of the modernist movement. However, he is also sho-
wing a subtle, almost ironic criticism. The Villa dall’Ava 
is a great introductory representation of the theory of 
copy/paste, or the collage. Koolhaas uses elements 
from nature (the stilts/columns) and from modern ar-
chitecture (Le Corbusier’s Five Points), and combines 
them by taking the best elements thereof and forming 
the Villa dall’Ava. Another architectural critic, Jeffrey 
Kipnis says that the Villa dall’Ava references the Villa 
Savoye, the Farnsworth House, and Philip Johnson’s 
Glass House. Villa dall’Ava is in essence, quoting ele-
ments of these famous buildings. In its simplest form, it 
can be considered a copy/paste. (Kipnis, 1996, pp. 6-31)  
However, it is so much more. It is a reinterpretation.
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In order to best illustrate the complex theory of the remix, 
diagrams are necessary. Before diving into the theory 
of remix, a better understanding of the theory of reinter-
pretation is necessary. Pictured right is a plan diagram 
that shows the similarities between some architectural 
examples that we used. Pictured is the Villa dall’Ava, 
the Blur Building (Diller Scofidio + Renfro), The Villa 
(FAT architecture), the Wexner Center for the Arts (Pe-
ter Eisenman), Bruder Klaus Kapelle (Peter Zumthor), 
City Dreams, and Rolling House for the Rolling Society 
(Andrés Jaque). The similar elements that are present 
in all of these examples are: atmosphere/light, columns, 
material, scale, remix, and most importantly, a top-
heavy complex. Each of these elements can success-
fully illustrate reinterpretation theory, however the ele-
ment that defines “top-heavy” seems to work the best.

The first column is a representation of the Villa 
dall’Ava. It begins with the glass sections on the first 
floor being added to the solid structure on the second 
floor, and results in a literal definition of top-heavy. 
The next example is from the Blur Building. Here, an 
interesting illusion is present. The cloud in of itself 
has no perceived weight, yet compared to the pa-
per-thin supporting columns, the cloud is obviously 
the “heavy” form of the building. Through this optical 
illusion, the reinterpretation theory in use is evident.
 
The Glass House has almost exactly the same type of 
reinterpretation that the Villa dall’Ava has: a literal one. 
Through the differences in materials, once again, our 
perceptions create reality, and we perceive that the top 
section is heavier than the bottom section. Since the 
top section is made out of wood (which has a texture), 
and the bottom one is painted with a matte blue color, 

the bottom section seems to almost blend in with the 
background and the sky. This is once again an illusion; 
it is also the subjective reinterpretation of top-heavy.

The Rolling House for the Rolling Society have a dif-
ferent type of reinterpretation. First, and most basic, 
they can be viewed as a reinterpretation of a column. 
By taking a single unit and copying it vertically, what 
results is a tower or column. But what makes this a 
reinterpretation of top-heavy is its unusual bend. In-
stead of a straight vertical tower, the Rolling Society 
buildings seem as if they are about to fall over due 
to an imbalance of the weight distribution. This un-
balanced weight distribution is the reason that these 
buildings can be seen as a top-heavy reinterpretation.

The Bruder Klaus Kapelle is perhaps the most un-
usual and surreptitious example in the bunch. The 
light that shines through a hole in the top can be con-
ceived as the part of the building that has weight—
yet not much physical weight. It almost looks as 
if the flutes of the structure support or hold up the 
light. This is a very strong example for reinterpre-
tation—especially on the extreme theoretical level. 

The final example is the Wexner Center for the Arts. 
Here, the architect, Peter Eisenman plays with the idea 
of stability and illusion. Normally, if it were intact, the 
large brick column-like structure would act like a mighty 
and stable structure. Peter Eisenman however, turns it 
into a fallacy. He first cuts this stable structure in half, 
and then fills it with glass, which makes the viewer ree-
valuate his ideas about stability and strength. In conclu-
sion, the Wexner Center for the Arts reinterprets what 
stability means and makes us wonder if it is just a facade.

CASE STUDY: IRONIC 
REINTERPRETATION
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Diagram 1: Top-Heavy reinterpretation
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To illustrate the reinterpretation theory bet-
ter, it was necessary to combine the pre-
vious diagram into a new, coherent one. 

Pictured right, is the single unit which is our second 
study diagram. This one focuses on the idea of ha-
ving top-heavy elements in buildings. Each building 
has a type and strength of level of the top-heavy 
typology. It encompasses all of the reinterpretati-
ons of columns and the idea of top-heavy that all of 
the buildings share. For example, from the Glass 
House and Villa dall’Ava, it contains the glass walls 
on the bottom which are holding up the solid struc-
ture above, changing our perception of weight.
Then, the large slab from the Glass House is attached 
to the columns of the Blur Building, which are in turn 
holding up a portion of the largest mass of all—The 
Villa. This section is split in half, which is an idea 
which was taken from the Wexner Center for the Arts.

This design is made up of ideas that were taken (or sam-
pled) from the aforementioned projects. (See chapter 14 
for a better understanding of the Body Without Organs 
theory or the Assemblage theory, which is very closely 
related to this idea of sampling or collaging different ele-
ments together to receive a new and coherent whole.)

CASE STUDY: DI-
SCURSIVE DRAWING
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Discursive Drawing: Single Unit
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Next, this single unit that we created was copied along 
a spline, just like the single units of the Rolling House 
from the Rolling Society were manipulated. This final 
design is pictured on the right. In essence, reinterpre-
tations of previous buildings were taken, and in turn, 
ironically, we reinterpreted those reinterpretations. 

This “Seven-In-One Building” focuses on the idea of 
having top-heavy elements in buildings. Each building 
has a type and strength of level of the top-heavy ty-
pology. However, all of these elements can bee seen 
ironically because the same elements were used, but 
the context is different, and what results is an entirely 
different idea. For example, the Glass House by Philip 
Johnson and the Villa dall’Ava both play with light by 
using glass walls on the first floor. On the other hand, 
the Bruder Klaus Kapelle also plays with light, but in an 
entirely different way. In the Kapelle, the only light in the 
room comes from the top of the building, not the bottom. 

In our drawing, there are some smaller connecting ele-
ments such as the presence of the flea market theory 
in City Dreams or the remix in the Villa dall’Ava and 
City Dreams. Another example is, like previously men-
tioned, the variations in the columns between the many 
examples. The Blur Building is situated on very thin, 
almost spider-like legs. On the other hand, the columns 
from the Villa dall’Ava albeit angled, appear much stur-
dier. Even the Glass House’s columns look more sta-
ble than those of the Blur Building. A great example of 
the reinterpretation of a column is in the Run-Run-Run 
buildings. They are like regular skyscrapers, but take 
on the structural forms of columns, the only differen-
ce is they are bent, just like the Villa dall’Ava’s. And 
through these bends, they receive the designation of 
being a top-heavy building. Top-heavy is the theme 
that combines each example, some more physical 
than others, and some even on a psychological level. 

The top-heavy elements can be used to understand 
the remix theory on a basic level. Each of the previ-
ous buildings has at least one top-heavy element 
(however vague). And by combining all of these ele-
ments into one coherent building, the viewer loses the 
sources from whence the originals came. This is known 
as a selective remix and will be discussed later on.



25

Discursive Drawing: The Seven-In-One Building
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Huizhuo

Hallstatt
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There are two similar, yet different terms, namely rein-
terpretation and re-appropriation. Re-appropriation (in 
an artistic sense) is defined as when one takes an exis-
ting object and finds a new use for it. On the other hand, 
reinterpretation is much more subtle and ironic. In rein-
terpretation, one starts with re-appropriation (thus, it is 
sometimes hard to tell the difference between the two) 
and changes the original slightly, just enough for it to 
become different. (Cambridge dictionary) Through this 
slight change, the new piece takes on a whole new mea-
ning and receives an aura unconnected to the original. 

Perhaps a simpler way of understanding these two 
terms is through the lenses of copy and paste.  When 
the Chinese town, Huizhuo, copied the Austrian town 
of Halstatt, the result was a direct copy and paste—the 
literal definition. This is re-appropriation because Hals-
tatt was taken without right and placed in a different 
context. Re-appropriation also leads to problems with 
the aura which will be discussed later. Reinterpretati-
on, however, is quite a bit more complex. If we use the 
Chinese Halstatt to define reinterpretation it would go 
as follows: some element thereof must be changed in 
order to become a reinterpretation. For example, since 
Halstatt is a traditional styled Austrian town, what would 
happen if the Chinese changed some elements in their 
copy such as the roof or facades and changed them 
into their traditional Chinese styles? If this were done, 
the Austrian Halstatt and the Chinese reinterpretation 
thereof would not be a copy and paste re-appropriation 
anymore, but become a reinterpretation and in the pro-
cess they both would retain their own individual aura.

Most reinterpretations begin with re-appropria-
tion, or the copy and paste. And then, by chan-
ging an element—usually sarcastically or ironi-
cally—an object can become a reinterpretation. 

There is yet another term that can not be overlooked 
when thinking about reinterpretation, and that term is 
called the reference or the homage. This is a very, very 
common practice, and can be found almost anywhere. 
Usually it is not sarcastic or ironic, but instead tributary.

In the example of the Villa dall’Ava, Rem Koolhaas re-
ferenced the Villa Savoye and Le Corbusier extensive-
ly. However, the Villa dall’Ava is a reinterpretation that 
contains references, not the other way around. The ho-
mage, or reference is usually a very simple tool unlike 
reinterpretation. An artist can quote elements of works 
and other artists that have inspired him without adding 
any interpretation. In fact, this is a very common practi-
ce. In literature this is known as an allusion. For exam-
ple, Victor Hugo quotes many elements of the popular 
culture of his time in his novels. The homage can even 
be a bit more subtle as in the case of T. S. Eliot’s writing 
style which relies heavily on the King James Transla-
tion of the Holy Bible. (Eliot, 1963) However, this exam-
ple differs slightly and is called a pastiche. However, 
all of these fall under the umbrella term of references.

RE-APPROPRIATION 
& REFERENCE
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Villa dall`Ava

Villa Savoye
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The references can also be ironic, sometimes to gre-
at effect. Many of the best examples of these can be 
found in the music world. A simple example would be 
Charlie Parker quoting from the “Rite of Spring” on his 
Repetition album. But simple referencing may not be 
enough: sometimes the extremes are also important, 
specifically, irony. Dmitri Shostakovich being perhaps 
the greatest musical ironist of all time. (cf. wikipedia)
With the communist party breathing down his back 
and forcing him to compose Russian propaganda, 
Shostakovitch managed to subtly add irony to his 
compositions. His Seventh “Leningrad” Symphony is 
loaded with irony and a critique of authoritarianism.

In conclusion, a reference is a common practice that 
takes on many forms, some more complicated and iro-
nic than others. The re-appropriation is a direct copy and 
paste and leads to problems with the aura. And finally, 
the reinterpretation builds on the re-appropriation but 
changes some elements thereof to create a new object.

Le Corbusier Rem Koolhaas
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Sagrada Familia
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To understand reinterpretation more in depth, a prac-
tical building analysis is necessary. Architect Anto-
nio Gaudí’s masterpiece, the Sagrada Família, is 
loaded with homages and reinterpretations. Archi-
tectural critic, Paul Goldberger calls it “the most ex-
traordinary personal interpretation of Gothic archi-
tecture since the Middle Ages.” (Goldberger, 1991)

Originally, the Sagrada Família basilica was based 
on a small chapel in Italy called the Basilica of the 
Holy House. However, during this time in history, 
Gothic architecture was having a revival and Gau-
dí decided to go a whole new route. He picked and 
chose (or sampled) elements of architectural styles to 
design his cathedral—in many ways similar to a sty-
listic copy and paste. He took many ideas from the 
Spanish Gothic style, as well as from Art Nouveau.

His design has so much intricate ornamentation and 
sculptures. However, they are not all in the same 
style. Some sculptures are traditionally realistic and 
in the Gothic revivalist style, while others are much 
more abstract and are made in a Cubist style such 
as those on the west facade—the Passion Facade. 
By using many different styles, the Sagrada Família 
pays a homage to those earlier eras and styles. But it 
also does something much more: by combining styles, 
and placing cubism next to classicism, and that next 
to Art Nouveau, the Sagrada Família manages to 
form its own style in a unique take on reinterpretation.

Even the columns on the inside are a reinterpretation 
of both columns and of nature. Interestingly enough, 

each column has a relatively simple geometric shape 
and rosette. But when they are combined together, 
it creates a disorienting effect as if one were looking 
at the canopy of a forest. Perhaps, the most import-
ant technique used that lets this happen is that of not 
using any right angles and warding off straight lines.

Gaudí uses various architectural styles like one would 
make a collage. And through this use of styles, he, in 
the process, created his own unique one: a reinter-
pretation of all the styles he used. This can also be 
understood as a remix (specifically the reflected re-
mix which will be defined shortly) since Gaudí is in-
tellectually taking existing ideas and styles and re-
mixing them. It is however, not a direct copy/paste.

CASE STUDY: THE 
SAGRADA FAMILIA
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Paul Olfelt House
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Eclecticism is defined as being “composed of elements 
drawn from various sources.” (Merriam Webster dictio-
nary) In essence, it is a simple form of the collage. It 
takes parts from one thing and combines it into anot-
her, different thing. Usually, these various sources are 
different styles that normally are not considered simi-
lar. However, if it is done correctly, the different styles 
will blend and become one new style: an eclectic one. 

Eclecticism in architecture usually happens through 
periods of historical architecture revivals, when the 
modern architecture of that time gets mixed with the 
revivalist architecture. Usually eclectic architecture is 
either heavily praised or heavily criticized—it all de-
pends on how successful the architect blends toge-
ther the various styles. For example, the Renaissance 
had at the time, eclectic elements because they ba-
sed their ideas and designs on the gothic as well as 
on the classical ideas. A more modern equivalent can 
be seen in the work by Antoni Gaudí. His Sagrada 
Família is a great example of what successful eclec-
ticism looks like. As stated previously, Gaudí mixes 
Gothic revival, Moorish, cubist, and classic elements 
and ornamentation into his design. The end effect of 
this is that his work becomes almost symbolic. Sym-
bolic of the culture and history of his chosen styles.

Architectural historian, Charles Jencks says that the 
reason Gaudí’s “work has such creative depth is that 
he took a long time—which other twentieth-century ar-
chitects did not allow themselves—to innovate at all le-
vels. His architecture exploits all sorts of new structural 
types—such as the hyperbolic paraboloid—if not for the 

very first time, then for the most seminal time. He ma-
kes such form-types his own by giving them a forceful 
and poetic expression. Moreover he bends structural 
rationalism to expressive ends. For instance, where the 
Italian engineer Nervi makes an ordered art from sho-
wing the isostatic lines of force in his concrete ceiling, 
Gaudí takes the same forces and makes them dyna-
mic—like the straining muscles of an athlete—pushing 
against each other. Concrete becomes animated, hu-
morous, related to our body and moods.”  (Jenck, 2000)

Using eclecticism in architecture (or for that mat-
ter, art) does not mean that one is devoid of cultu-
ral and symbolic connection. On the contrary. By 
using elements, styles, and ornamentation from the 
past, the architect can find new meanings by for-
ming a connection to both the past and the present. 
This is the reinterpretation. Another great archi-
tect who did things like this was Frank Lloyd Wright.

 

CASE STUDY: 
ECLECTICISM
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Paul Olfelt House
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Frank Lloyd Wright is famous for being one of the 
most innovative and influential architects of the 19th 
and 20th centuries. One of his signature design cha-
racteristics was the use of Japanese elements. For 
an American architect to use Japanese design in his 
works is truly considered odd and eclectic. Frank Lloyd 
Wright wrote in his autobiography regarding his love for 
Japanese designs: “ever since I discovered the print, 
Japan had appealed to me as the most romantic, ar-
tistic, nature-inspired country on earth. Later I found 
that Japanese art and architecture really did have or-
ganic character. Their art was nearer to the earth and 
a more indigenous product of native conditions of life 
and work, therefore more nearly modern as I saw it, 
than any European civilization alive or dead.”  (Wright,  
1998, p. 173) Wright managed to create a whole new 
style, with its own aesthetics and its own meanings.

The works of Wright we can also call an approp-
riation. However, one without negative connota-
tions. Wright took what he considered were the 
best elements of each culture and combined them 
into a new one. He took the connectedness of na-
ture inherent in the Japanese arts and combined 
it with the individualism and idealism of America.

Eclecticism can also be found in other art forms. For 
example, in music it is more difficult to discern. Like 
stated earlier, it is more likely that quotations occur. But 

these quotations can be from other music styles or from 
other eras. Examples from physical arts would be the 
sculptures in the Sagrada Família, or a basic abstract 
collage, which takes elements from various places.
 
It must be noted however, that eclecticism is not 
the same thing as a remix; there is a fine line bet-
ween the two, but nonetheless, a line. This diffe-
rence between these two terms will be explored 
and questioned in the following couple of chapters.
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In order to understand irony in terms of the remix, what 
terms and conditions must be present? In other words, 
what are the terms and conditions that make the remix 
theory ironic? Also, how do these terms and conditions 
work with one another to achieve this?

‘Terms and conditions’ are a commercial, usually over-
looked term in the business world. These terms and 
conditions are often meant for the consumers. In es-
sence, the terms and conditions aid in understanding 
and making sense of the object at hand. When we 
transform the idea of terms and conditions from the 
business world to the world of architecture and art, it 
aids in understanding the theories behind them. Our 
focus will be on the remix theory, and therefore, our 
terms and conditions will be related to the notion of the 
remix theory. This begs the question: What is the remix 
theory?

Eduardo Navas, who has done extensive research on 
this topic defines it as “a global activity consisting of the 
creative and efficient exchange of information made 
possible by digital technologies. Remix is supported by 
the practice of cut/copy and paste.” (Navas, 2014, p. 
65) It contains different levels of collage culture and the 
copy/paste. But, perhaps more importantly, it also has 
an effect on the aura.

The idea of the aura was mentioned earlier, but it is 
best to redefine aura; this time with a focus on the re-
mix theory. Walther Benjamin, who coined the term, 

also defined it as “a strange weave of space and time: 
the unique appearance or semblance of distance, no 
matter how close it may be.” (Benjamin, 1972, p. 518) 
The aura receives its influence from the remix. And de-
pending on how extreme the remix is, the aura may 
stay intact, receive conflict, or even receive an entirely 
new aura.

Eduardo Navas believes that there are three types of 
remix: the extended, the selective, and the reflective. 
(Navas, 2014) They each get more complicated than 
the last. For example, the extended remix (which Na-
vas believes is only found in music) is very simple, and 
is prevalent in most DJ music. It contains long sections 
of  “borrowed” or copied material, with some other ori-
ginal material.

On the other hand, the selective remix is more abstract 
than the extended one. It also takes multiple, smaller 
elements and pastes them into a new context. This 
creates a conflict with the aura. The aura of the colla-
ged materials is fighting against the new aura that has 
been created by the combination of all of the elements.

Finally, the last type of remix is the reflective remix. 
This is the most extreme example of the remix. In fact, 
it is so extreme that often times the sources of the co-
pied materials are not known or be able to be traced 
back anymore. (Navas, 2014)

THE REMIX DEFINED
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The selective remix: Joseph Michael Gandy, Comparative Architecture
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On the previous page is an example of the selective 
remix. It is a painting by Joseph Michael Gandy called 
Comparative Architecture. It contains many references 
to the various styles of columns from different parts of 
the world and from different eras. He copies and pas-
tes ideas and elements from various cultures, and jux-
tapositions them against each other. So, what is the 
effect on aura? The aura has a slight conflict. Since 
Gandy used ideas instead of a literal copy/paste, the 
conflict is not overwhelming. But it is still existent. The 
Egyptian columns have their own aura that are different 
from the aura of the Greek columns. And the Greek 
columns have in turn a different aura from the Roman 
ones. This cycle goes on and on. But by placing these 
various auras together, what results is a conflict. Which 
aura is the strongest or most dominant? And how does 
that aura deal with the imposing new aura of the com-
bined ones?

Pictured n the top right-hand side, is the 1963 work 
entitled Retroactive II by Robert Rauschenberg. This is 
an example of the reflective remix because the copied 
materials are more abstract and their origin is often 
untraceable. Because the elements can not be traced 
back to their source, the entire new work receives a 
new aura that is independent from the source materi-
al’s aura. (Navas, 2014, p. 118)

Pictured on the bottom right, is also an example of a 
reflective remix—this time, however, in a digital context: 
Refuge 2.0 – Artificial Swissness. Here, 250 traditional 
mountain huts in Switzerland were photographed and 
documented, and then fed into an artificial intelligence  
computer simulation to create an “average.” This is a 
very extreme example of the reflective remix because 
the copied elements are almost not visible at all. Inste-
ad, what remains is an entirely new, independent aura.
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Robert Rauschenberg: Retroactive II, 1963

Refuge 2.0 – Artificial Swissness.
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Remix Re-interpretation and Reference

Another one of the theories and ideas related to the 
remix is that of the reference/homage which was ana-
lyzed earlier. On the right is an example of a famous 
pop-art example. In it, Roy Lichtenstein references Ho-
kusai’s The Great Wave (bottom) while simultaneously 
copying a portion of a comic book (bottom right). (Hen-
drickson, 1993, p. 34)

So by directly photocopying a piece of artwork, what 
happens to the aura of the object  that is photocopied? 
These problems that we are encountering have a very 
specific reason: digitization. In fact, digitization is also 
the answer to the previously unanswered question of 
what is the difference between eclecticism and the re-
mix.

Hokusai: The Great Wave, 1829



41

Roy Lichtenstein: Drowning Girl, 1963

Tony Abruzzo: Run for Love!, 1962
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American author Mark Twain holds an unusual belief. 
In his autobiography he states that “there is no such 
thing as a new idea. It is impossible. We simply take 
a lot of old ideas and put them into a sort of mental 
kaleidoscope. We give them a turn and they make new 
and curious combinations. We keep on turning and 
making new combinations indefinitely; but they are the 
same old pieces of colored glass that have been in use 
through all the ages.” (Twain, 2010, p. 176) We too 
hold that opinion. But we would like to pose another, 
perhaps more serious question: if nothing is original, 
and all comes from some, then is life a remix? This 
means are all ideas, inventions, music, and art a form 
of the remix?

To begin to discus this complicated thesis, we must 
travel back in time and look at a famous debate that 
occurred in the times of Plato and Heraclitus: namely, 
the Ship of Theseus paradox.

In short, the Ship of Theseus was a ship, and like Wal-
ther Benjamin said, it too had an aura. The paradox 
happens when one of the wooden planks is replaced 
with a new plank. What happens now? Can we still 
consider this the same Ship of Theseus, or is it a new 
one? And once again, what happens to the aura? And 
to leave it at another question, what will happen when 
we replace ninety percent of the ship’s planks?

The discssion of the Ship of Theseus is perhaps one 
of the first mentions of a remix in philosophy. However, 
not everyone agrees with our position. English music 
journalist Simon Reynolds, wrote in his 2011 book, 
Retromania: Pop-Culture’s Addiction to its Own Past, 
“instead of being about itself, the 2000s has been ab-
out every other previous decade happening again all at 
once: a simultaneity of pop time that abolishes history 
while nibbling away at the present’s own sense of itself 
as an era with a distinct identity and feel.” He holds 
the opinion that there is no dominant style of today (in 
terms of music, anyway) and that we are living in an era 
of what he calls “retro-fads.” (Reynolds, 2012, intro p. 
X) These retro-fads are nothing more than eclecticism 
with some added nostalgia. For example, pictured on 
the next page is an example of one of these retro-fads. 
It is a skyscraper located in Macau, China designed in 
a retro-art deco style. They are usually built for people 
who have some sort of an emotional connection with a 
particular style and/or decade of the past. Retro-fads 
are heavily influenced by nostalgia.

A QUESTION OF 
ORIGINALITY
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The Ship of Theseus
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However, we do not agree with Reynold’s stance. Alt-
hough we acknowledge that retro-fads are real and po-
pular, we believe that a new style has emerged: that of 
the selective remix.

So, what is the difference between the retro-fad/eclecti-
cism and the (selective) remix? Just like stated earlier, 
the difference might be in the internet, or more broadly: 
digitization.

Many years ago, research into other styles, ideas, and 
philosophies were limited to the library. Today, an in-
finite amount of knowledge is at our fingertips, and 
therefore the (selective) remix became much more vi-
brant, and the originals blended together, lost context, 
and became a new form. The digital age has created 
a new typology of styles, it is not eclecticism anymore, 
but: the remix.
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Grand Lisboa Macau, Dennis Lau and Ng Chun Man
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During our childhoods, we are brought up believing 
that we should strive to be different—to be original. 
However, this is not possible. Life is a remix; both the 
subconscious and the conscious minds remix all that is 
taken in. There is nothing new or original here. In Post-
production, Nicolas Bourriaud says “I have often heard 
the argument: ‘This is nothing new.’ It’s true, citation, 
recycling, and detournement were not born yesterday.” 
(Bourriaud, 2005, pp. 8-9) Just like the Library of Babel, 
elements are taken from the existing elements and just 
rearranged.

On the subject of conscious remixes, there are four ty-
pes: Syncretism (eclecticicm), Retro, Collage, and Re-
interpretation. All of these types of remixes are done in 
the conscious mind and have reasoning behind them. 
In fact, most of what we see in this world are these 
types of remixes.

On the other hand, the subconscious mind is also a 
remix. “Dreams are constructed from the residue of 
yesterday” said Sigmund Freud. (Freud, 1899, p. 80) 
This is one of the ideas behind psychoanalysis. To put 
it another way, we could risk to say, that the colors, 
sounds, and experiences of our waking life are “remi-
xed” with one another to form dreams. The surrealist 
art movement has focused primarily on depicting these 
dream world remixes that come from the subconscious 
mind. The subconsious mind is perhaps the greatest 
remix of all. It is the ultimate reflective remix since the 
dream elements can not be traced back to their original 

waking life sources.

Since life is a remix, both conscious and subconscious, 
the question also arrises whether artificial intelligence 
can also be a remix. Yes, it too is a remix, however, it 
differs significantly. Artificial intelligence is neither con-
scious nor subconscious as it uses an entirely different 
realm: the machine mind. On top of that, the AI-algo-
rithm does most if not all of the work. However, it is 
still considered a remix becasue of the fact that it must 
have imput variables. These imput variables determine 
the output, and function like the originals in a copy & 
paste.

LIFE IS A REMIX
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Salvador Dali, 1936. Autumnal Cannabalism
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An exploration of originality in terms of sampling will be 
done through the idea of a doll’s house. In order to ac-
complish this, the terms syncretism, retro, collage, and 
re-interpretation will aid in understanding the remix.

The idea behind this doll‘s house is to research the 
remix happening specifically with columns. Columns 
have been used in all eras and styles, and since ever-
ything is a remix, the idea behind this project is to show 
how the simple idea of a column has been remixed 
across the ages.

Most important to us was that this drawing led us into 
the ideas and field of artificial intelligence and its impact 
on the remix. Our next steps in the Architectural Disco 
was to begin the process of creating and designing a 
doll’s house that was made using artificial intelligence. 
An AI produced remix would properly and completely 
combine all of the various theories that we were resear-
ching, and would combine them into a coherent whole.

DOLL‘S HOUSE: IDEA 1
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The remix is defined as “the activity of taking samples 
from pre-existing materials to combine them into new 
forms.” (Navas, 2014, p. 65). Since an artificial intelli-
gence remix contains and is dependent on inputs, can 
it be considered original? We would argue that the AI 
produced remix is not original, but it is instead a re-
mix, which is dependant on pre-existing forms. Just like 
Eduardo Navas defined the various levels of the remix 
(see the Remix Defined chapter), we must also defi-
ne the various levels of remixes that are created by or 
using artificial intelligence. 

The most basic of AI produced remixes is coined the 
“Simple AI Remix,” and it is mostly a copy and paste 
with very minor alterations. To draw parallels to Navas 
and his definitions, the Simple AI Remix might be com-
parable to the Reflective Remix. These types of remi-
xes rely on minimal generative design (AI algorithms) 
and rely far more on human interaction. Therefore they 
are also known as ANI (artificial narrow intelligence). 

A great example of the Simple AI Remix is Damjan Jo-
vanovic’s Junkspace in which he took designs made by 
Le Corbusier and Rem Koolhaas and put them into the 
computer algorithm to spawn randomly on the compu-
ter screen depending on where the mouse cursor was. 
(Pictured on the top of the next page.) Projects like this 
are still mostly human based and human designed.

ARTIFICIAL INTELLI-
GENCE & THE REMIX

The other type of AI produced remix is called the “Com-
plex AI Remix,” and it relies mostly or solely on gene-
rative design algorithms. This is a true artificial intelli-
gence, also called AGI (artificial general intelligence) or 
ASI (artificial super intelligence). These remixes do not 
need / need very little human interaction. The problem 
however is that the results are extremely abstract and 
usually unbuildable. 

An example of the Complex AI Remix can be seen in 
the project called Machine Hallucination by Refik Ana-
dol (pictured on the bottom of the next page). In this 
project, Anadol collected countless datasets of similar 
photographs. These photographs were all located in 
New York City and included things such as facades, 
selfies, dog photos, and cars. These countless data-
sets were then plugged into the computer and “learned” 
by the AI algorithms. The output of these algorithms 
resulted in a video installation of morph GANvideos.
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Damjan Jovanovic 2016. Junkspace

Refi k Anadol, 2019-2020. Machine Hallucination
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Of course, today, the results of most AI produced ob-
jects are unpractical, blurry, and generally unrealistic. 
However, there have been a few exceptions. These 
exceptions are due to extensive human interaction 
to the output or input in order to create objects that 
can be physically re-creatable. One of these AI de-
signs is the Metropol Parasol by Jürgen Mayer (pic-
tured below). The design type is called parametric 
design which is very similar to ANI because of the 
human interaction with both the input and the output.  

A second example of a tangible AI-created design is the 
Grotto II by Hansmeyer and Dillenburger (pictured on 
the bottom). Although the output is a bit more abstract 
than the Metropol Parasol, the ability for AI to create 
an object in such detail is inspiring. However, designs 
like these make the future more clear: eventually the AI 
algorithms will be able to produce results that are pre-
fect and re-creatable without the need for human mo-
dification. But for the most part, AI is still relatively new 
and susceptible to mistakes, requiring modification and 
many trials, and it has a large lack of aesthetics.

Jürgen Mayer, 2011. Metropol Parasol

Hansmeyer & Dillenburger, 2013. Grotto II
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In order to create our doll’s house AI remix, we created 
a list of criteria that would guide us to a satisfactory 
end result. The criteria we outlined consisted of the re-
mix being relatively realistic—not too abstract, it must 
be made through generative design methods (AI algo-
rithms and simulations), it must be physically re-crea-
table, and it must contain characteristics of a selective 
remix (as defined by Eduardo Navas).

Since we were new to using the AI software, we tried 
different stimulation options. First we began by selec-
ting a single photo to plug into the algorithm--Pictured 
on the right.

The output after the simulation was run looked like this:
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This was a great start, but we wanted to try and go 
further by using a dataset instead of a single photo. 
Before we began experimenting with dataset inputs, 
we also morphed together two photos. The first was 
a built-in dataset of castles, and the second was the 
single doll’s house photograph. The results are pictu-
red below.
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After creating these results, we desired to understand 
how we should interpret the results thereof. We retur-
ned to our research and found out how others have in-
terpreted the AI remix outputs. On the most basic level, 
the project, Design Decoder by Immanuel Koh, Paul 
Keel, and Jeffrey Huang provided us with the unders-
tanding on how we should interpret the morph video 
that the AI algorithm created. The bottom-most image 
shows from left to right the beginning and end stages 
of an AI project. By using this project as an example, 
we will take our image from somewhere in the middle 
of the morph video and use that image to create our 
doll’s house from.

Immanuel Koh, Paul Keel, Jeffrey Huang, 2017. Design Decoder
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A secon helpful example is the project entitled Pea-
ches and Plums by Mathias del Campo.   It is in this 
project that we can clearly see how Mathias del Cam-
po understood the blurry AI outputs and transformed 
them into a 3d model. Interestingly, the program that 
Del Campo and his team used was able to use text—
specifi cally poetry—instead of a picture dataset as the 
input. The input (poetry) can be seen next to the output 
remix in the diagram below. Most interesting however, 
is the diagram on the next page which shows how Del 
Campo interpreted (or re-interpreted) the results. This 
is similar to how we interpreted our results in the next 
stages of our research.

Mathias del Campo, 2020. Peaches and Plums
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Mathias del Campo, 2020. Peaches and Plums
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The next trial involved using a dataset consisting of va-
rious doll’s house photos instead of using a single pho-
tograph like previously. The dataset was then mixed 
with photographs (computer generated datasets) of 
landscapes in order for the simulation to properly “le-
arn” the doll’s house dataset. The outputs varied gre-
atly from very satisfactory to extremely bare. By letting 
the simulation run longer, other various remixes were 
created which can be seen in the image on the bottom 
of the next page.

 

Just like Mathias del Campo did in Peaches and Plums, 
we decided to try and interpret our remix results. For 
example, we chose three views from the output remix 
(pictured below) that are ideal for facade or section 
views. We then imported these views into a 3d model-
ling program and began to draw a possible connection 
and interpretation between these three remixes.

DOLL‘S HOUSE: TRIAL 2 
& ASSEMBLAGE THEORY

 Back View    Section View    Front View
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The output AI Remix:

Variation 2:
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The new result of our remix made us realize that the-
re is perhaps a theoretical irony behind the remix. The 
irony began when we began research on the Assemb-
lage Theory by Gilles Deleuze and Felix Guattari. The 
Assemblage Theory can be defined in simple terms as 
the way in which objects or ideas (they call them forms 
and identities) come into existence. A large part of the 
theory is how the parts relate to the whole—which is an 
idea we would like to focus on.

As evident, the whole is always made up of (and defi-
ned by) the various parts. For example, a cake is made 
up of and defined by the amount and definition of the 
ingredients. Similarly the remix (which is an output) re-
lates to the Assemblage Theory because it is depen-
dant on the inputs; and the inputs determine the output. 
(DeLanda, 2016)

Deleuze and Guattari also came up with another theo-
ry which they coined the Body Without Organs theory. 
This theory states that the parts determine the outco-
me, function, and most importantly, the identity of the 
whole. To understand this theory it might be best to 
look at it in terms of the AI remix process (pictured on 
the next page). The first step on the left is the body 
without organs; it has no input, so therefore it is just 
an empty slate with no definitions. Next, is the data-
set of various doll’s houses. These can be seen as the 
organs that will give the body meaning and definition. 
The third stage is the body with organs: the body is now 
defined by—and dependant on the input datasets. The 
final step would be taking it a step further and creating 
a 3D model of the body with organs. (Deleuze & Guat-
tari, 1983. pp. 18-19)

 

Here the irony presents itself in the remix of the body 
with organs. Since the body with organs (or, the out-
put) is dependant upon the organs (or, the input) that 
means that the smallest change in an input will create a 
different output. In essence there are two different ways 
to create/alter a remix. The first way is to change the 
datasets. The second way is to keep the datasets the 
same but let the AI simulation run for a longer period of 
time sampling the same datasets. The inconsistencies 
of the remix outputs are extremely ironic considering 
even the inputs can stay the same, and a different out-
put will result. For example, pictured on the previous 
page are two screenshots of the AI learning and sam-
pling process. The datasets are the same, only the time 
the algorithm was running is different. Ironically, there 
is a great variance in the results. 

Another ironic element of the remix occurs in the last 
stages: the interpretation stages. Here, the output will 
always be different depending on who is interpreting 
them, whereas the remix is always consistent and is 
the same. In other words, the remix output (selected 
images) remain constant. Yet, every single person who 
takes it upon himself to interpret these images and 
transform them into a 3D model willl have a complete-
ly different result and outcome than the others despite 
using the exact same images to base their interpreta-
tion on.

Pictured on the bottom right is our attempt at interpre-
ting those three chosen remix views (from the previous 
page). We tried to remain as objective as possible and 
tried to leave as little room for interpretation as possib-
le. Once we completed this model, we decided that we 
must alter our dataset in order to get better results. In 
chapter 16, our next AI remix process is shown.
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3D model based on AI remixes
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Previousl, we mentioned that we needed to take more 
control over our remix; this means that we needed to 
change something in our AI process. The element we 
chose to change was right at the beginning: the data-
set. In our second trial of our doll’s house, we used 
about two hundred photos of random doll’s houses that 
we downloaded from the internet. They contained all 
sorts of styles and functions. For example, there were 
doll’s houses that were modelled after historical buil-
dings, antique doll’s houses, as well as plastic Barbie 
doll’s houses. However, for this third (and final) trial, we 
demanded more control over the dataset. For this trial, 
we only included sixty six images in our dataset. These 
images came solely from a book entitled Architectural 
Design – Dolls’ Houses. The selected images (our new 
dataset) can be seen on the next page. Of course this 
architectural book consisted of more than those sixty 
six images, but through our criteria—no hand or CAD 
drawings, no detail views, and no “ready-mades“--we 
were able to narrow it down to only those sixty six 
photos.

DOLL‘S HOUSE: THE FI-
NAL REMIX
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Final dataset selected from Architectural Design - Dolls‘ Houses
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Just as inour previous trials, we plugged that dataset 
of images into the AI software and after aproximate-
ly three hours of the “sampling” process, we received 
satisfactory results. Some of the best results can be 
found on the next couple of pages. The images on the 
next page are a large selection of remixes (which was 
paramount to helping us eventually model the remixes 
in 3D).

AI produced remixes based on Doll‘s Houses



65

Selection of AI produced remix outcomes
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AI produced remixes based on Doll‘s Houses
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AI produced remixes based on Doll‘s Houses
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AI produced remixes based on Doll‘s Houses
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AI produced remixes based on Doll‘s Houses
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AI produced remixes based on Doll‘s Houses
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AI produced remixes based on Doll‘s Houses
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The next step in our process was to find four images 
from the selection of AI produced remixes that could 
be suitable. (The images are pictured below and on 
the next page) Each of these four images fulfilled our 
criteria to be suitable for further design interventions. 
Our criteria included that the chosen images must not 
be too abstract (in other words, we need to be able to 
recognize and recreate specific elements) and it must 
contain elements of the selective remix (as defined by 
Eduardo Navas in chapter 9).

Next to each image is our reinterpretation of what we 
believe each remix would look like in 3D. Ironically, 
every person who is asked to transform the remixes 
into 3D would create an entirely different looking mo-
del.

Front View
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Right View

Back View

Left View
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During our process of modelling the doll’s house based 
off  of those four images, we contemplated the idea of 
once again having the machine build and interpret the 
design on its own, without our human interaction, opi-
nions and inputs. Pictured below are some of the trials 
of photogrammetry software. Unfortunately, the output 
did not fulfi l our expectations. In our opinion it was bet-
ter this way because now, the AI remix had a level of 
human interaction and reinterpretation—otherwise the 
result would be once again extremely abstract and un-
usable as a doll’s house.

 This is an idea that Mathias del Campo re-
searched in his project called “the Church of AI.” Del 
Campo wanted to create a church for AI to go to—qui-

te an abstract idea. The reasoning behind this was to 
create a project that has as little human interaction with 
the AI process as possible. The results are pictured on 
the right. Obviously, in our eyes it is extremely abstract 
and unusable as a church for humans. Interestingly, 
it almost creates a whole new language. A language 
that only the computer can understand. However, del 
Campo found that only the input parameters (dataset) 
and the selection of fi nal output images was necessa-
ry—the rest was all left up to the computer to do and 
decide. (Campo, 2020) His project clearly illustrated 
that it is not necessary to have human interaction in AI. 
However, if we want results that we humans can use, 
we need to intervene in certain steps. Now, we have 
some justifi cation on why we did what we did in our 
own AI project!

Failed Photogrammetry Trials

 This is an idea that Mathias del Campo re-
searched in his project called “the Church of AI.” Del 
 This is an idea that Mathias del Campo re-
searched in his project called “the Church of AI.” Del 
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Mathias del Campo, 2020. The Church of AI
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3D Doll‘s House Rendering - View 1

Our 3D model that was created using four images. We tried to include some levels of abstractions, without the doll’s house becoming so 
abstract that it is unusable or unidentifiable.
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3D Doll‘s House Rendering - View 2
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