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INTRODUCTION

Now familiarity relies upon apparent identification, upon a belief in 
identification: upon a practical credulity. Irony begins breaking this 
belief up; without necessarily putting a reasonable distance between 
us and the people we live with, it allows us to begin appreciating the 
distance between them and their own selves, between them and us. 
Irony is necessary, it is a powerful weapon ethically and aesthetically, 
but it is not enough.

-Henri Lefebvre (1991, p.16)

In his book ‘New Dark Age’ James 
Bridle describes the challenges the 
vast amounts of information and 
the increasing complexity to make 
sense of all this data impose on 
the individual. We scroll hundreds 
of meters through our social me-
dia feeds each day, have multiple 
news apps or whether, health and 
lifestyle apps on our smartphones 
updated not seldomly in real time. 
And so have our friends and collea-
gues. To gain some sort of control 

over the almost countless and of-
ten contextless snippets of infor-
mation, we start telling stories ab-
out them, which are according to 
Bridle “inherently simplifications” 
with the world being “too complex 
for simple stories”. (Bridle, 2018, 
p.187) The social challenges promp-
ted by the reluctance of accepting 
this incompleteness of our theories 
and conceptions came once more 
to light during the recent Covid-19 
pandemic with conspiracy theories 

◄ FIGURE 0.1 Drawing for an 'Awkward Village', being a quite ordinary village, it ne-
vertheless has some unconventional situations in store, which make the inhabitants 
become part in a series of awkward plots.
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▲ FIGURE 0.2 The three modes of awkwardness as described by Kotsko in his essay 
(2010): 'Everyday Awkwardness', 'Cultural Awkwardness', 'Radical Awkwardness'. (Kots-
ko, 2010) While for everyday awkwardness the social order remains strong, radical 
awkwardness marks the absence of a social order. In the case of cultural awkwardness, 
the social order itself produces awkwardness, by being weak or outdated. (Kotsko, 2010, 
pp.17, 26-27) Can we find examples in which architecture gets involved in situations of 
awkwardness as understood by Kotsko and if yes, what qualities make it an awkward 
architecture?

► FIGURE 0.3 Different case studies and 
their awkward dimensions: While Venturi 
operates on a very scholarly and formal 
level (Jencks, 1977, pp.87-88), MVRDV just 
overlooked by mistake the resemblance 
of the 9/11 terrorist attacks on the twin 
towers of the World Trade center when 
making their proposal for their ‘the Cloud’ 
project. (Rosenfield, 2011)
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gaining noticeable popularity. That 
our social interactions mainly took 
place online during lockdowns pro-
bably reinforced the trend by ma-
king it easier to filter out opinions 
deviating from the personal one. 
(Bridle, 2018, p.210; Jaque, 2017) Alt-
hough the different opinions gai-
ned appearance in physical spaces 
in numerous protests, they to a big 
part disappeared from the ever-
yday experience of many people, 
spending most of the day at home 
or in safe distance to others.

Architect Andrés Jaque gives an 
example how this affects physical 
spaces. With the example of on-

line-dating apps, namely Grindr, he 
explains how they make physical 
spaces of representation obsolete. 
The presence is moved from physi-
cal public space to a sort of selective 
publicness enabled by digital tech-
nologies. Instead of clubs visible to 
the public the LGBTQ+ community 
becomes increasingly invisible in 
everyday situations by abandoning 
spaces of public representation. 
(Jaque, 2017, pp.78-79) And so do 
other groups of our society. 

In my opinion both, Bridle’s and Ja-
que’s observations, showcase the 
importance of physical spaces to 
exchange and confront the multi-
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▲ FIGURE 0.4 ‘Aesthetics of the Unexpec-
ted’, drawing on an architecture promo-
ting ambiguity and confrontation
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plicity of stories we tell about the 
world, making them spaces of not 
a violent but a “gentle conflict” 
of different conceptions. (Martin; 
Schmidt, 2019, p.2) A conflict that 
does not arise from the exceptional, 
i.e. protests, but from the various 
ways we inhabit, appropriate and 
interact with spaces in the most 
mundane situations. This leads me 
to the following questions, which I 
would like to address with my the-
sis. Can architecture contribute to 
again make heterogeneity of socie-
ty more visible in everyday life? And 
could an architecture promoting a 
conflictive everyday help to mitiga-
te the confrontation of opposing 
opinions? Although I will not be 
able to answer these questions at 
large, I would like to present spec-
trum of approaches towards these, 
as proposed by different planners, 
architects and partly philosophers, 
to eventually make my own con-
tribution to the topic in form of 
an awkwardly unexceptional doll’s 
house. 

For the Archicomicals Studio, in 
the context of which I developed 
my thesis, we looked at different 
ways architects invoked irony as a 
concept to deal with the contradic-
tions arising from the incomple-
teness of the stories constituting 
their designs and theories. This iro-
ny is not always on purpose; archi-
tects and their architecture often 

became subject to irony in a wider 
social or historical context. (Bristol, 
1991; Petit, 2013) For my thesis I look 
at a very special type of irony – an 
unintended one, an irony that is of-
ten not understood as such at first 
hand – and the feeling that arises 
from this: Awkwardness. It could 
be a miscarried handshake, a too 
overdone performance on Karao-
ke-night or clumsy stick-acrobatics 
at your favorite Chinese restaurant. 
The feeling of awkwardness arises 
from situations in which we do not 
have any learned routines ready to 
hand, that help us to make sense of 
the situation or to find an adequate 
reaction to the challenges they im-
pose on us. Thus, they mark a dis-
ruption in our everyday experience. 
(Kotsko, 2010, pp.14-16) Furthermo-
re, American cultural critique and 
theologian Adam Kotsko argues, 
that awkwardness is a deeply so-
cial phenomenon and as such it is 
a “mood” that “provides the best 
angle on our relationship with ot-
her people, or the intrinsically so-
cial nature of humanity”. (Kotsko, 
2010, p.15) 

For Kotsko, irony can, instead of 
causing it, also be a reaction to aw-
kwardness. In this case, for him, it 
becomes a form of escapism to si-
destep awkward situations. (Kots-
ko, 2010, p.22) Although it constitu-
tes a strategy to resolve situations 
of awkwardness it avoids the op-
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portunity offered by awkwardness: 
The ability “to simply enjoy one an-
other without the mediation of any 
expectations or demands.” (Kotsko, 
2010, p.27) In the absence of any 
preconceptions Kotsko sees the 
potential for new forms of interac-
tion to emerge. (Kotsko, 2010, p.27) 
With respect to this I would like to 
follow Kotsko’s argumentation that 
awkwardness demonstrates the 
incompleteness and provisionality 
of our social order, something that 
is crucial for a democratic society. 
(Kotsko, 2010, pp.16 & 25) This idea 
of a control mechanism counte-
racting the manifestation of a sta-
tic social order is something also 
present in Lyotard’s understanding 
of politics as an attempt of homo-
genization whereas the political is 
“the eruption of the incommensu-
rable into discourse”. (Inston, 2002, 
p.364) Thus, awkwardness, as so-
mething political, reminds us of 
the incompleteness of the stories 
we tell about our “relationship with 
other people” (Inston, 2002, p.364; 
Kotsko, 2010, p.15) 

This shortcoming of our precon-
ceptions also includes a certain 
wrongness. (Fisher, 2016, p.15) An-
drew Zago uses the example of a 
contortionist ascending a stair in 
an unconventional way to introdu-
ce his understanding of awkward-
ness and describes him as being 
“in error”. (Zago, 2010, p.211) This 

“sensation of wrongness” (Fisher, 
2016, p.15) links the awkward to the 
weird. Mark Fisher writes: “…a weird 
entity or object is so strange that 
it makes us feel that it should not 
exist, […]. Yet if the entity or object 
is here, then the categories which 
we have up until now used to make 
sense of the world cannot be valid. 
The weird thing is not wrong, after 
all: it is our conceptions that must 
be inadequate.” (Fisher, 2016, p.15) 
Both the awkward and the weird 
confront us with the incomplete-
ness of our conceptions.

This incompleteness leads to a de-
viation of our lived reality and the 
“non-space” of the Real, “in which 
human identity, and aspirations re-
side”. (Hillier, 2003, p.45) Jean Hillier 
applies this Lacanian principle of 
the Lack - the gap between “uto-
pian dreams” and “lived reality” - to 
the process of consensus forma-
tion in urban planning processes. 
(Hillier, 2003, pp.45-47) In her opi-
nion real consensus is impossible. 
(Hillier, 2003, p.45) Some informati-
on remains concealed during plan-
ning processes, not all interests are 
equally represented or represen-
table and planning always requi-
res “some form of sorting values, 
which prefers some values to the 
relative repression and/or exclusion 
of others”. (Hillier, 2003, pp.47-48, 
41) Consensus for her thus always 
remains incomplete itself. (Hillier, 
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2003, pp.47-48, 41) To deal with the 
impossibility of real consensus, wit-
hout establishing what she calls an 
“authoritarian consensus”, she pro-
poses a planning that legitimizes 
conflict. To address the often dis-
parate “conceptions of the good” 
does not mean to eliminate them, 
but to value them in a planning 
process that allows for a “specific 
dynamic between consensus and 
dissent”. (Hillier, 2003, p.51) Saul 
Newman sees examples for such 
“prefigurative” planning practices 
in protest camps and informal sett-
lements, characterized by “directly 
forms of decision-making”, self-or-
ganization, reclaiming of physi-
cal spaces and “the voicing of de-
mands and grievances”. (Newman, 
2011, pp.359, 360)   At the end of his 
article ‘Postanarchism and space: 
Revolutionary fantasies and auto-
nomous zones’ Newman asks: “Can 
there be any better demonstration 
of autonomous planning – of the 
utopian desires, insurgent energies 
and organizational capacities of 
ordinary people to transform their 
social space?” (Newman, 2011, pp. 
360)   

With this question in mind, I loo-
ked at different architects, whose 
architecture willingly or unwilling-
ly employs conflict and renegotia-
tion of its purpose, not in a state 
of emergency, as it is the case for 
Newman’s examples (Newman, 

2011), but in the quotidian setting 
of homes, bars, or sports clubs.  
Starting from the critique of the 
non-readability of abstract moder-
nist forms - prompting weird adap-
tions or being blamed for an aliena-
tion of its inhabitants (Bristol, 1991; 
Eco, 1968; Strava, 2012)-, I went on 
with Preciado’s description of the 
impact of the architecture promo-
ted by Playboy Magazine throug-
hout the 1950s and 60s on the 
domestic sphere. In his book ‘Por-
notopia’ (2019) Preciado analyzes 
the mechanisms, by which the ma-
kers of Playboy Magazine blurred 
the borders between public and 
private, which up to this point had 
dominated the American home; 
mechanisms such as: trapdoors 
(Preciado, 2019, p.118), peep-ho-
les (Preciado, 2019, p.42), multi-
purpose-furniture (Preciado, 2019, 
pp.87-88) and multimedia-devices 
(Preciado, 2019, p.114). An architect 
trying to employ the mechanisms 
behind the directed suspension of 
domestic norms is Andrés Jaque/
Office for Political Innovation. His 
recent projects ‘Rolling House for 
a Rolling Society’ (2009) and ‘Run 
Run Run’ (2019) serve as case stu-
dies for spaces employing ideas 
of an everyday conflict, by con-
fronting different conceptions of 
spaces and their uses. Moreover, 
both projects are based on the ac-
tions they shelter, giving them the 
character of a performance, with 
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the ‘Rolling House for a Rolling So-
ciety’ being conducted as an ac-
tual performance. In the way the 
context for daily routines is slight-
ly altered in both projects, one can 
draw parallels to Brecht’s concept 
of “Verfremdung”. By creating dis-
tance through defamiliarization of 
scenes and protagonists and offe-
ring different and even contradic-
tory perspectives, Brecht encoura-
ges the spectators of his plays to 
“weigh[] the pros and the cons”, the 
play “provokes judgment without 
laying down [to the viewer] what it 

should be. (Lefebvre, 1991, p.22) The 
spectators become “active partici-
pants in a production” rather than 
remaining passive observers. (Han-
nah, 2004, p.49)

A special case for active produc-
tion through its inhabitants make 
the early houses by Peter Eisen-
man. His claims to remove the me-
taphysics of domesticity from the 
home, were to big parts ignored or 
undone by the clients.  Soon after 
moving in, they started appropria-
ting the architect’s design to their 

▼ FIGURE 0.5 ‘Diagram – AWKITECTURE’
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needs. (Lavin, 2021) So, formal man-
nerisms like a slot through the cen-
ter of the master bedroom or a fake 
fireplace, were bridged by a cus-
tom-made king-size bed or trans-
formed into a fully functional fire-
place. (Lavin, 2021) These projects 
quite successfully challenged the 
way the inhabitants wanted to live, 
although their response was quite 
less progressive than the architec-
ture.

The theoretical research eventual-
ly resulted in a design for a doll’s 
house: A device to train kids on hou-
se-life, but as an object allowing for 
playful interaction it might work 
for all ages as an object facilita-
ting a humorous questioning of 
what this house-life should look 
like. To prompt different standpo-
ints on this topic the design is ba-
sed on the familiar, mundane, and 
mass-reproduced typology of the 
Levittown-House, which lives on 
until today in American prefab-ho-
mes. By reorganizing and repro-
gramming the spaces, optimized 
for the average American family 
of the 1960s, situations of miscon-
ception are injected into the home. 
The rooms who before were reada-
ble quite easily become more am-
biguous and allow for different and 
conflicting interpretations. In some 
cases, their purpose might still ap-
pear quite obvious but the tasks 
tied to it are hard to perform in a 

graceful manner. The doll’s house 
wants to represent an awkward 
space. A space that challenges the 
inhabitants by making them feel 
clumsy and inapt but amused by 
the house’s mannerisms. The hope 
is to encourage the players/inha-
bitants for creative ways to occupy 
their home, not by providing maxi-
mum flexibility but by challenging 
their daily routines with what I call 
an awkward architecture…short: 
Awkitecture.
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ARCHITECTURE, 
A DISCIPLINE OF 
CONFLICT

On 15 July 1972 at 3:32 P.M. one of 
the rather brutal moments in ar-
chitectural history took place, the 
dynamiting of Pruitt-Igoe social 
housing complex in St. Louis. With 
brute force the utopian vision of 
modernism was torn down. An act 
later stylized by Charles Jencks as 
the end of architectural moder-
nism (Jencks, 1977, p.9), the very 
moment the failure of “its good in-
tentions to reinvent architectural 
form and transform society” (Petit, 
2003, p.4) became undeniable. But 
does this may fall a little short of the 
more complex political and econo-
mic conditions the project was em-
bedded in? (Bristol, 1991, p.163) Is it 
as easy as blaming architecture for 
the failure of the entire project and 

take this single event as proof for 
the failure of an entire movement, 
as it is still a widespread opinion to-
day?

In her paper “The Pruitt-Igoe Myth” 
Katherine Bristol tries to decons-
truct the often-invoked theoretical 
legitimation of the post-modern 
movement, by laying open the wi-
der context in which the project 
was embedded. A context which 
overshadowed the design ambiti-
ons to a large extend. Bristol shows 
how political agendas directly af-
fected design decisions and demo-
graphic changes lead to the later 
deterioration of the housing com-
plex. So, the original design was 
cut short due to unrealistic budge-

◄ FIGURE 1.1 In 1969 inhabitants of the Pruitt-Igoe public housing complex started a 
strike and refused to pay rents. Before the strike started the city of St. Louis had raised 
rents 3-times in one year. At the same time the buildings slipped into deterioration due 
to bad maintenance. (Baird-Remba, 2013)
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◄ FIGURE 1.2 The dynamiting of Pru-
itt-Igoe-Social Housing complex was 
marked by proponent of Postmodernism, 
Charles Jencks, as the death of moder-
nism. (Jencks, 1977, p.9) That the social 
housing complex became more and more 
deteriorated after its completion was 
largely blamed on the architecture of mo-
dernism and its failed social agenda. The 
more complex political and demographic 
processes that led to the dynamiting have 
been to big parts ignored by the advoca-
tes of Post-Modern-Architecture. (Bristol, 
1991, p.168)



25

ting, owed to a strong opposition 
to social housing developments in 
the “conservative political clima-
te of the early 1950s”. (Bristol, 1991, 
p.164) In addition the project even 
in 1958 began to struggle with a 
declining occupancy rate. At that 
time suburban settlements started 
to gain popularity within the white 
middle class, leading to rents drop-
ping in the inner cities, previously 
inhabited by this part of society. 
The low-income class beforehand 
relying on public housing, could 
now afford private dwellings in the 
inner city leading to the stepwi-
se abandoning of public housing 
complexes. With declining occu-
pancy rates the revenues from 
rents dropped, drastically reducing 
the means for maintenance. (Bris-
tol, 1991, p.166) Ironically, although 
the “Pruitt-Igoe Myth” depicts the 
architects of the complex as mo-
dernist utopians (Petit, 2003, p.3), 
at least one of them, Minoru Yama-
saki, has been critical of the social 
impact of modernist formal con-
ventions and anticipated the aban-
doning of the high rises in favor of 
private housing.

Yamasaki defended high-rise 
designs, not on its architectural 
merits, but as the best possible 
response to what he perceived 
as the social imperative of slum 
clearance and the economic ne-
cessity for urban redevelopment. 

▲ FIGURE 1.3 Charles Jencks – 'The 
Language of Postmodern Architecture'. 
The book which helped to kick start the 
popularity of the postmodern movement 
in architecture contains Jenck’s famous 
quote: „Modern Architecture died in St. 
Louis, Missouri on July 15, 1972 at 3.32 
p.m. (or thereabouts) when the infamous 
Pruitt-Igoe scheme, or rather several of its 
slab blocks, were given the final coup de 
grâce by dynamite.“
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Given the high cost of urban 
land occupied by slum housing, 
he argued, it is most economi-
cally efficient to acquire small 
parcels and build at high densi-
ties. Yet despite its economic ad-
vantages, Yamasaki was skepti-
cal of the value of the high-rise 
as a form for mass housing: “the 
low building with low density is 
unquestionably more satisfac-
tory than multi-story living…If I 
had no economic or social limit-
ations, I’d solve all my problems 
with one-story buildings.” He de-
fended high-rise design as the 
only way to respond to external 
economic and policy conditions. 
(Bristol, 1991, p.169)

This raises the question in how far 
the failure of Pruitt-Igoe is the ex-
clusive failure of modernist design 
principles and not owed to a larger 
political and economic framework, 
architecture is unavoidably embed-
ded in. By ignoring reasons for the 
failure of public housing projects of 
that era, outside formal decisions, 
opponents of Modernism make the 
same mistake as Modernists them-
selves. They highly overestimating 
the authority of the architect. In 
view of Yamasaki’s doubts, a strug-

▲ FIGURE 1.4 Development of the popu-
lation of St. Louis from 1900 until 2000. In 
the 1950s a trend started to move from 
the city centers to the suburban periphe-
ry (in the graph Inner, Middle and Outer 
ring). (Cox, 2011) This let real estate prices 
in the inner city drop. Classes of lower 
income did not entirely rely on public 
housing anymore and preferred to live in 
their own apartments, which they now 
could afford. This lead to the step-by-step 
dropping of the occupancy-rate of pub-
lic housing projects like the Pruitt-Igoe. 
Missing income through rents caused 
financial problems and resulted in bad 
maintenance of the buildings and finally 
their complete deterioration.

► FIGURE 1.5 Suburban living is still popular in the US today. Single-family homes 
almost endlessly string together along winding roads that often have a dead end. The 
first prototype of the modern American suburb was Levittown in the state of New York 
established in 1947. (Marshall, 2015)
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◄ FIGURE 1.6 Advertisement for heating equipment from the 1950s. The advertisement 
shows the ideal American family in the ideal neighborhood in front of their ideal house. 
To live in the city is no longer the dream. Nevertheless over 80% of the male inhabitants 
of Levittown still had their jobs in Manhattan. (Marshall, 2015)

gle, late modernists have already 
been aware of. By being blind to 
a wider context and blaming the 
failure on the design, theoreticians 
like Jencks, avoid addressing more 
fundamental conflicts architects 
are involved in. Bristol concludes:

By furthering this misconcep-
tion (blaming the failure on ar-
chitecture alone), the myth dis-
guises the causes of the failure 
of public housing, and also en-
sures the continued participati-
on of the architecture profession 
in token and palliative efforts to 
address the problem of poverty 
in America. The myth is a mys-
tification that benefits everyone 
involved, except those to whom 
public housing programs are 
supposedly directed. (Bristol, 
1991, p.170)

By reducing the failure of projects 
like Pruitt-Igoe to a mere failure of 
design, opponents of Modernism 
highly overestimate and underesti-
mate the power of architecture at 
the same time. They overestimate 
it in so far as design is seen as the 
only way to address social prob-
lems. (Bristol, 1991, p.170) If design 
doesn’t solve the problem alone it 
is bad design and must be overco-

me. Secondly, they underestimate 
the power of architecture by ig-
noring the wide range of interests 
architecture is engaged in and in 
the case of the Pruitt-Igoe subor-
dinated to a large extend. (Bristol, 
1991, p.170) Interests, which not only 
limit architecture’s power, but also 
“inscribe areas of potential social 
action” as Mary McLeod puts it in 
her text about architecture and po-
litics in the Reagan era. (McLeod, 
1989, p.25) However, to become 
such areas of potential social ac-
tion, they have to be acknowledge 
not as external circumstances, not 
linked to the success of the design 
at all, but as issues inherent to the 
architectural project. 

By the over- and at the same time 
underestimation of architecture’s 
potential for social transformation, 
architects of the postmodern mo-
vement have not been able to ad-
dress one of the essential reasons 
for what they identified as the fai-
lure of modernism, the idea that ar-
chitectural “form and content (are) 
inseparably intertwined.” (McLeod, 
1989, p.27) 

What was considered wrong 
with the modern movement 
was equally its forms and its 
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◄ FIGURE 1.7 + 1.8 (pp.12-13) Pictures of Pruitt-Igoe Housing complex (left) and Venturi’s 
'Guild House' (1964) (right).  While the interior is quite similar, 'Guild house' again pays 
respect to the city by aligning its façade to the street. The modernist idea of the slab in 
the park is overcome. (Venturi, n.d., p.2) The interest of the architect shifts from a social 
agenda, which was seen as failed or impossible, to a more formal approach investiga-
ting on classical architectural elements. 

▼ FIGURE 1.9 The modernist utopia. Generous apartment in Le Corbusiers ‘Unité d‘Ha-
bitation’ in Marseille (1952)
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political content. Together they 
had produced the failures of pu-
blic housing complexes and the 
destruction of the center city. 
(McLeod, 1989, p.27)

While for Modernists their for-
mal catalogue directly resulted 
from concerns regarding questi-
ons of structure, use, production 
or an “expression of the zeitgeist” 
(McLeod, 1989, p.25), their oppo-
nents set meaning transported by 
architectural form at the center of 
their concerns. For Modernists to 
transform society would directly 
result in a radical change of forms. 
Postmodern architects flipped the 
arrow of force arguing change in 
form would lead to a change in so-
ciety. McLeod writes “Architecture’s 
value no longer lay in its redempti-
ve social power, its transformation 
of productive processes, but rather 
in its communicative power as cul-
tural object”. (McLeod, 1989, p.27)

At the beginning of the 1980s archi-
tects started to question the close 
interdependency between form 
and content. Some pursued the 
tendency of postmodernism to see 
architecture’s political capacity ex-
clusively as a problem of form, sug-
gesting that, “any political role that 
would challenge existing structu-
res must reside in architecture’s 
nature as an object.” (Coop Him-
melblau, Zaha Hadid, Danial Libe-

▲ FIGURE 1.10 'The Dolphin Hotel' at Walt 
Disney Resort, Orlando completed in 1990. 
Maximum commodification of Post-Mo-
dernisms play with forms.

▲ FIGURE 1.11 In his 'Manhattan Tran-
scripts' (1976-1981) Bernard Tschumi 
reintroduces the importance of programs 
into the discourse of architecture. In his 
drawing he tries to find architectural 
representations of actions and events he 
tries to extract from photos. For him at 
the core of architecture lies a conflict bet-
ween the building and its users. (Tschumi, 
1994, p.122) “Architecture is not simply ab-
out space and form, but also about event, 
action, and what happens in space.”
-Bernard Tschumi
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▲ FIGURE 1.12 'MTV Studios' by Morphosis (1990) The yard almost resembles a theatre 
stage. Different stairs, bridges and balconies let the users become participants in a real 
life play.

skind) (McLeod, 1989, p.45) And yet 
others looked back at the precur-
sors of modernism, Russian cons-
tructivists of the 1920s, not only as 
source of formal inspiration, but to 
take up ideas about architecture’s 
capacity for social transformation. 
(OMA) It is Bernard Tschumi, who 
defines the varying interdepen-
dency between program and form, 
from independent to completely 
intertwined, as a field of conflict es-
sential to the discipline of architec-
ture. In his essay Violence of Archi-

tecture (Tschumi, 1994, p.121-137) he 
makes an attempt to not favor one 
over the other but to face both with 
equal attention:

The relationship is more subtle 
and moves beyond the question 
of power, beyond the question of 
whether architecture domina-
tes events or vice versa. The rela-
tionship, then is as symmetrical 
as the ineluctable one between 
guard and prisoner, hunter and 
hunted. (…) They are respecti-
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vely self-sufficient. Only when 
they confront each other’s rea-
lity are their strategies so totally 
interdependent that it becomes 
impossible to determine which 
one initiates, and which one re-
sponds.” (Tschumi, 1994, p.127)

Realizing that “space and action” 
(Tschumi, 1994) are neither tied to-
gether nor fully separable but con-
dition each other in a conflict of va-
rying intensity, is probably the first 
time architecture has been offered 
the possibility to overcome the di-
lemma put forth by the so called 
“failure of modernism”: The impo-
tency to generate political agency, 
of an architecture unable to diffe-
rentiate between formal reception 
and production processes.

An architecture not acknowled-
ging the split between its “two po-
litical dimensions” (McLeod, 1989, 
p.25) must fail as it will always sub-
ordinates one to the other, leaving 
innovative power of a conflict bet-
ween both untouched. Tschumi 
writes:

A door flanked by broken Co-
rinthian columns supporting 
a twisted neon pediment, ho-
wever, suggests farce rather 
than violence. Yet James Joy-
ce’s “doorlumn” was both a pun 
and a comment on the cultural 
crises of language. Finnegans 

▲ FIGURE 1.13 Bernard Tschumi’s ‘Stair-
way for Scarface’ (1997): “In one sense 
Tschumi is proposing Scarface as an 
anti-hero, vying. for fame’ with Castle 
Clinton and its more respectable past: Yet 
at the same time by literally and figurati-
vely elevating the obviously gangaterish 
Scarface to such a lofty position, Tschumi 
called into question the significance and 
value of the very act of cornmemortition. 
Staircase for Scarface has no cee mea-
ning ... the viewer is drawn into a plot of 
his or her own making.“ (New York Times, 
1979)
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Wake implied that particular 
transgressions could attack the 
constituent elements of archi-
tectural language- its columns, 
stairs, windows, and their vari-
ous combinations- as they are 
defined by any cultural period, 
whether beaux arts or Bauhaus. 
This formal disobedience is ulti-
mately harmless and may even 
initiate a new style as it slowly 
loses the excessive character of 
a violated prohibition. It then 
announces a new pleasure and 
the elaboration of a new norm, 
which is in turn violated. (Tschu-
mi, 1994, p.134)

Regarding the “actions defining 
spaces” he further writes:

“… by ascribing to a given sup-
posedly “autonomous” space 
a contradictory program, the 
space attains new levels of 
meaning. Event and space do 
not merge but affect one anot-
her. Similarly, if the Sistine Cha-
pel were used for pole-vaulting 
events, architecture would then 
cease to yield to its customary 
good intentions. For a while the 
transgression would be real and 
all-powerful. Yet the transgres-
sion of cultural expectations 
soon becomes accepted. Just as 
violent surrealist collages inspire 
advertising rhetoric, the broken 
rule is integrated into everyday 

life, whether through symbolic 
or technological motivations. 
(Tschumi, 1994, p.130)

Transgression in only one dimen-
sion, will finally lead to an appro-
priation in the respectively other, 
taking away its transformative po-
wer, making it “harmless” in the 
end. The only way out is a constant 
challenging of the relationship bet-
ween architectural form and its 
production processes in an effort 
to sustain conflict.

► FIGURE 1.14 The swimming pool by 
artists Dirk Paschke and Daniel Milohnic 
stays in sharp contrast to the abandoned 
industrial site. The direct confrontation of 
hard labor and leisure adds a new layer 
of meaning to the experience. Although 
the pool transgresses the original purpose 
of the space it soon becomes a well-esta-
blished tourist attraction. “Actions qualify 
spaces as much as spaces qualify actions” 
(Tschumi, 1994, p.122)
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ARCHITECTURE AND 
MEANING

◄ FIGURE 2.1 Drawing for Parc de la Villette. OMA. 1982

What architects of the deconstruc-
tivist era saw as hindering them 
from setting free the creative po-
tential of architecture was an idea 
still strong in the thinking of post-
modern architects: The idea that 
architecture must convey mea-
ning. The aim now was “an archi-
tecture of the signifier rather than 
the signified” (Tschumi, 1987, p.8), 
an architecture which was self-re-
ferential, rather than dependent 
on context or historic styles. Archi-
tecture to have meaning was now 
seen as oppressive and obsolete in 
a time, philosophers claimed cultu-
ral consensus impossible. (McLeod, 
1989, p.43) Eisenman described, 
“architecture as independent dis-
course, free of external values – 
classical or any other; that's the 
intersection of the meaning-free, 

the arbitrary, and the timeless in 
the artificial.” (Eisenman, 1984, 
p.166) Coop Himmelb(l)au wanted 
to create an open space which all-
owed for every possible use, giving 
its occupants full freedom for “de-
velopment of a creative self-con-
cept.” (Prix, 1982) To describe their 
concept of an Open Architecture 
they wrote: “We assume that ar-
chitecture does not have and is not 
meaning.” (Prix, 1983) And Bernard 
Tschumi writes about his design for 
Parc de la Villette: “La Villette, then, 
aims at an architecture that means 
nothing,…” (Tschumi, 1987, p.8) Ar-
chitecture is seen as autonomous 
object following a logic directly op-
posed to the logic of man. The rela-
tionship to man is then one of con-
frontation. (Tschumi, 1994, p.121-122) 
I would argue that ideas of recent 
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▲ FIGURE 2.2 Kindergatern in Wolfarts-
weier, Germany by Yöndel Zimmerlin 
Architekten (2002): The building clearly 
resembles a cat. Its “literalness” makes 
it quite famous not only in the area but 
has given it a certain internet fame as an 
especially curious building.

▲ FIGURE 2.3 The bridge for 'Fargo-Moor-
head Cultural Center' by Michael Graves 
from 1978 plays with the understanding 
of classical architectural elements. The 
tectonic of the column which traditionally 
is used for bearing loads is inversed. Made 
from water it constantly gives in to gravity 
instead of going against it. The image of 
the column stands for a certain tectonic 
quality, which then is subject to Graves 
intervention. (Petit, 2003, p.12)

formalist streams in architecture 
deeply root in this contemplation 
of architecture as an autonomous 
object. 

To achieve the self-referentiality of 
architecture and to intensify the 
opposition to “logic of man”, archi-
tects of the deconstructivist era 
looked back at the abstract shapes 
of the Russian avantgarde of the 
1920s in an “assertive redramatiza-
tion of the origins of the modern”. 
(Evans, 1995, p. 83) It is looked at the-
se origins as sources of formal ins-
piration only. By doing so decons-
tructivists follow the postmodern 
critique of modernisms ideologic 
claims of “functionalism, structural 
rationalism, and faith in in social re-
generation”. (McLeod, 1989, p.45). 
On the other hand, they risk what 
architects of the postmodern mo-
vement had criticized as alienation 
and elitism, using “meaningless” 
abstract forms. Both social efforts, 
the one of modernism to overco-
me antiquated ways of living and 
postmodernisms attempt to make 

► FIGURE 2.4 The 'Open House' (1983) by 
Coop Himmelb(l)au tries to give every de-
cision of potential uses to its inhabitants. 
The architects claim it is an architecture 
that means nothing: “There is no prede-
termined division of the living area. That 
will be decided after the completion of the 
house, or never: That, too, is Open Archi-
tecture.” (Coop Himmelb(l)au, 1983)
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▲ FIGURE 2.5 ‘Folly Pavilion’ by Sean Canty: It draws formal inspiration from historical 
American building typologies, while its conception as ‘Folly’ aims for a maximum of 
programmatic freedom. But is it enough to provide an open space to prompt innovati-
ve uses?

an architecture whose meaning is 
accessible to an audience outside 
a circle of experts, are neglected. 
The discipline of architecture is fur-
ther narrowed on a sole discourse 
of form. 

One reason is probably the belie-
ve in the failure of modernism as 
a mere failure of architecture, an 
architecture which doesn’t sepa-
rate between its social and formal 
dimension. (McLeod, 1989, pp. 24-
26) The other is a reaction to an 

increasing conservatism related to 
postmodernism’s obsession with 
meaning retrieved from historical 
or local context. Quite ironically de-
constructivism is itself highly con-
textual in its references to Russi-
an constructivism. (McLeod, 1989, 
p.45)

But what is the problem with mea-
ning? Modernism aimed for preci-
se and unambiguous designs. Puri-
ty should help to communicate the 
intended functions to the user. This 
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assumes a distinct relationship bet-
ween form and function. That this 
relationship is much more complex 
and depends on historic and cultu-
ral context is subject to the critique 
of modernism by semioticians like 
Umberto Eco. In his text 'Function 
and sign' he tells the story of a mo-
dernist housing development in 
rural Italy.

A funny but defining example 
is referred to by Koenig in con-
nection to housing, built by Cas-
sa del Mezzogiorno for the rural 
population. From one day to the 
other the locals had access to 
modern houses with bathrooms 
and toilets. However, they’ve 
been used to relieve oneself in 
the fields. Not knowing what the 
new amenities were good for, 
they used them for washing oli-
ves. They clamped a net into the 

▲ FIGURE 2.6 ‘Hare House’ designed by 
Tom Wiscombe Architects uses the formal 
qualities of ancient megalithic structures 
like Stonehenge, images of the ‘Greek 
Minotaur’ and cartoonish high-end toys. 
The diversity of these objects and their 
“foreignness” to traditional elements of 
architecture gives a hint that they are 
not of deeper metaphysical or contextual 
value. Also in this case the architecture 
means nothing, but pure form. On the 
programmatic level there is almost no 
innovation. The division of space resumes 
very traditional and conservative con-
cepts of living and even does no attempt 
to question them.

◄ FIGURE 2.7 For their 'Narkomfin buil-
ding' in Moscow (1928) Constructivist archi-
tects Moisei Ginzburg and Ignatii Milinis 
created different schemes for the housing 
units of the building. While most room 
layouts have been quite conventional the 
ones of the Type F were radically new at 
that time. Type F-units were organized 
over one and a half floor. From the apart-
ment door one stairway leads up half a 
floor height to the upper apartment, anot-
her stair leads down one floor to the lower 
apartment. Living room and kitchen are 
combined in one room with 1.5 times the 
normal ceiling height. Bedrooms are ab-
ove and below the access corridor which 
is only needed on every second floor. A 
concept Le Corbusier applied in his Unité 
d’Habitation at Marseille from 1952.
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▲ FIGURE 2.8 “In the years after the revo-
lution, the avantgarde increasingly rejec-
ted the traditional high arts, as being an 
escape from social reality, but embraced 
architecture precisely because it is inhe-
rently functional and cannot be extracted 
from society. They saw architecture as a 
high art but one sufficiently grounded in 
function that it could be used to advance 
revolutionary goals; since architecture is 
so intertwined with society, the social re-
volution required an architectural revolu-
tion.” (Wigley, 1988) Russian constructivists 
have been deeply concerned with the so-
cial dimension of their projects and thus 
with programs and activities. This might 
also come into notice through the fre-
quent engagement of Russian avant-gar-
de architects in theatre productions or the 
building typologies they chose. Design for 
a newspaper kiosk by Alexandr Rodchen-
ko, 1919

toilet bowel, put the vegetables 
in and flushed. (Eco, 1968, p.280)

It is obvious that the shape of the 
toilet perfectly fits the needs of its 
function. But this doesn’t mean 
there are no other possible uses 
of the object. The toilet does imply 
its use only in the context of speci-
fic “expectations and habits”. (Eco, 
1968, p.280) Architecture, because 
of its scale and complexity is even 
more ambiguous. Architects of the 
postmodernist movement tried to 
address this problem by reintrodu-
cing concerns about contextuali-
ty into the architectural discourse. 
The attempt was to make meaning 
accessible, not through moder-
nist purity, but through rich use of 
signs and references. Demanding 
for a wider public to understand ar-
chitecture, made postmodernism 
a movement deeply rooted in the 
social dimension of architecture. 
(McLeod, 1989, pp.28-29)

But this left a question unasked: 
How to position an architecture 
focusing on culturally grown sys-
tems of signs in an increasingly 
globalized world? While moder-
nism was aiming for a universal 
solution independent from local 
culture, Postmodernism critici-
zed the impossibility to do so. The 
so-called international style was 
declared a symbol for alienation 
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▼ FIGURE 2.9 'Trubek-Wislocki Houses' by Robert Venturi and Denise Scott-Brown (1971) 
„With the Trubeck and Wislocki Houses we are in the presence of what modern archi-
tects have always said they most wanted: a true vernacular architecture—common, 
buildable, traditional in the deepest sense, and of piercing symbolic power.“ (Scully, 
1974, p.36)

and elitism. Instead of one mea-
ning, postmodernism aimed at a 
plurality of meanings. (Petit, 2003, 
p.22-23) That this plurality soon nar-
rowed to American popular culture 
and European historicism, in the 
end made Postmodernism miss 
the point. In the ironic inversion of 
architectural images, i.e. the inha-
bitable column by Ungers, propo-
nents of postmodernism more and 
more got involved in a rather elitist 
discourse on form. Instead of ma-

king architectural meaning acces-
sible to a wider public, they kept it 
in the domain of experts. Commo-
dification and a further disillusion 
from architecture’s political agen-
cy, lead to a gradual retreat of the 
architects from their social ambi-
tions to a primarily play with form. 
(Petit, 2003, p.19)

What remained unquestioned du-
ring the time of postmodernisms 
popularity was the idea of meaning 
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◄ FIGURE 2.10 'Carriere Centrale' housing development in Casablanca Morocco com-
pleted in 1952 aimed at a modernist design incorporating local vernacular forms of 
housing. Although the architects tried to be very precise in the purpose of their design, 
also for the local population, the project ended up being to expensive and was little 
accepted by the former slum dwellers it has originally been planned for. “Is it possib-
le to see this adaptation of the building as a critique of it? In that case, what can be 
learned about its inhabitants‘ perceptions and their ideas of „vernacular modernity“? 
For James Holston these modest adaptations can be considered forms of insurgent 
citizenship. For the inhabitants I spoke with, they are pragmatic ways of dealing with 
a lack of space and financial resources needed to relocate to larger dwellings.” (Strava, 
2012)

being static and inherent to certain 
signs. The production of meaning 
was not so much subject to the con-
cerns of architects like the process 
of reading. That this understanding 
of meaning was blind to the fact 
that meaning can be produced 
spontaneously and independent 
from form as a sign, finally promp-
ted the turning away of architects 
from the focus on meaning during 
the deconstructivist era. It is now 
the production of meaning which 
is now the field of interest. Derrida 
writes in a recapitulation on Tschu-
mi’s competition entry for Parc de 
la Villette:

These folies destabilize mea-
ning, the meaning of meaning, 
the signifying ensemble of this 
powerful architectonics. They 
put in question, dislocate, desta-
bilize or deconstruct the edifice 
of this configuration. It will be 
said that they are ´madness´ in 
this. (Derrida, 1985) 

Against these ascriptions by the 
philosopher Derrida, Robin Evans 

remarks that in built work these 
claims are hardly achieved. The ar-
chitecture lacks in fundamentally 
challenging its presence as a con-
veyor of meaning.

The representation effected by 
the folies (I mean the ones in the 
park, not those on the page) is 
adequate to the assignment 
and no more. I see someone 
spin on a pivoted seat along 
the canal; it reminds me of the 
instrument used to dispel the 
insanity of men and women in 
the early nineteenth century. I 
see through a perforated floor; it 
reminds me of the opacity chal-
lenged by modern architectu-
re. A spiral stair leads nowhere, 
failing to reach a destination at 
either end; I think it illustrates 
the suspension of moral functi-
ons. A wall leans; it reminds me 
of the idea of instability. I know 
that is what it is intended to sig-
nify, although it looks quite firm, 
just as the reinforcement bars 
extending from the top of a co-
lumn represent incompleteness, 
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though neatly finished. They 
convey meaning, they do not 
produce it except in contradic-
tion of announced ambitions. 
(Evans, 1995, p.87)

The process of the production of 
meaning can not be forged into 
static architectural form alone. Like 
Eisenman and Tschumi claimed it is 
on the side of program that brings 
meaning to architecture. But unlike 
their claims they couldn’t challen-
ge conventional programs in their 
built work. In theory by not giving 
the object a final program and lea-
ving it formally incomplete (Evans, 
1995, p.88) it could be appropriated 
through spontaneous uses, which 
would directly affect the space, ma-
king the architectural object not a 
conveyor of meaning but part of its 
production. (Tschumi, 1994, p.122) 
But in reality, the designs were to 
tame and did not “overstep the 
mark” to become truly transgres-
sive. (Evans, 1995, p.87) It were only 
the “reinforcement bars” that sym-
bolized incompleteness. But in the 
way they were presented, “neatly 
finished” (Evans, 1995, p.87), they 
never became more than a mere 
representation of what the archi-
tects were aiming for; defenseless 
towards commodification. Also, the 
intended programmatic freedom 
was not protected from an approp-
riation through conventional uses.  

▲ FIGURE 2.11 Robert A. M. Stern: 'Residen-
ce and Pool House',1982: The Egypt-the-
med pool house does not restrict itself to 
historic references from the ancient world. 
It is a wild mix of styles and takes inspi-
ration from a wide range of epochs of 
architectural history.

▲  FIGURE 2.12 Oswald Mathias Ungers, 
‘Ceci n’est pas une colonne’, la strada 
novissima, Venice Biennale, 1980. The co-
lumn is inverted and becomes an inhabi-
table space.
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Mary McLeod concludes, that “in 
built work, existing institutional 
boundaries are generally accepted; 
in theoretical projects they are sim-
ply ignored.” (McLeod, 1989, p.45)

Although they theorized it archi-
tects of the deconstructivist era 
could not entirely  leave behind the 
sphere of composition and firm-
ly question the relationship bet-
ween architect, clients, and users. 
(McLeod, 1989, p.47) Their designs 
were still too planned and comple-

▲ FIGURE 2.13 Folie at Parc de la Vilette, Paris (1983). Did Tschumi really succeed in 
creating “an architecture of the signifier rather than the signified” or are the visible 
reinforcement bars still just symbols for incompleteness rather than part of an archi-
tecture that is itself incomplete?

te to really allow for an open-ended 
production of meaning through 
the interplay between architec-
tural form and spontaneous uses. 
(Evans, 1995, p.87) However, alt-
hough in the end they were not 
brave enough to let the question 
of meaning out of the domain of 
the architect, they introduced into 
the discourse of architectural form 
the ambiguity and contingency of 
meaning.  
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PEEPHOLE 
ARCHITECTURE

◄ FIGURE 3.1 Photograph by Julius Shulman of 'Case Study House Nr. 22' (“Stahlhouse”) 
by Pierre König (1960): The new species of the playboy watches the city lights deep 
below his modernist dream of glass and steel. The home is not a place of traditional fa-
mily life anymore but a stage for self-representation of the modern urban male single. 
(Preciado, 2014, p.84)

We make sense of the world by 
conceptualizing it. We apply cer-
tain categories to it, which are so-
metimes more and sometimes less 
adequate to describe the things we 
encounter in everyday life. (Fisher, 
2016, p.15) Two such categories are 
the categories of public and priva-
te. Both categories help us to make 
sense of spaces regarding their 
social functions. Each category is 
providing us with a set of norms, 
helping us to behave appropriately 
without the need for making indi-
vidual decisions for every situation 
we face. To conceptualize the world 
by applying categories like public 
or private is a way to simplify our 
everyday life. On the other hand, 

such categories are “always pro-
visional and incomplete”. (Kotsko, 
2010, p.16)

This incompleteness is a possib-
le field of tension and conflict, but 
also a possibility for transgression 
and renegotiation of the catego-
ries we hold up. Thus, to challenge 
concepts like public and private is 
a way in which architecture directly 
affects the social sphere and beco-
mes part in transformative proces-
ses. At the same time architecture 
reinforcing existing concepts may 
become a tool of oppression. In ei-
ther way architecture working on a 
programmatic level can be much 
more violent than the mere con-
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▲ FIGURE 3.2 ‘D70’ flip-flop sofa by Osvaldo Borsani (1954): A clever mechanism all-
owed for a wide variety of positions for seating and laying: “Thanks to a transverse steel 
mechanism, the divan could be transformed into a bed, a transformation Playboy saw 
as a physical expression of the almost metaphysical leap from vertical to horizontal 
values […].  No need for convincing the guest; the flip-flop couch converts a casual talk 
around the table into a romantic tête-à-tête in front of the fireplace. This apparatus of 
rotation enabled the bachelor to transform his female visitor, with charm and delica-
cy, from the vertical to the horizontal position, from woman to bunny, from dressed to 
nude. With just one more flip-flop movement, the playboy could take his guest/prey 
from divan to platform bed — the “final trap,” the ultimate apparatus.” (Preciado, 2014, 
p.90)
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frontation of moving bodies and a 
strict geometric order as described 
by Bernard Tschumi in Violence of 
Architecture (Tschumi, 1994, p.123)

Paul B. Preciado writes in his book 
Pornotopia: “If you want to change 
a man, change his apartment. If 
you want to modify gender, trans-
form architecture. If you want to 
modify subjectivity act upon in-
terior space.” (Preciado, 2014, p.84) 
Preciado takes the urban bachelor 
pad as promoted by Playboy Ma-
gazine during the 1960s and 1970s 
as an example for how architecture 
is used to carve a new way of living 
and the self-conception of what he 
calls the “new, modern male”. (Pre-
ciado, 2014, p.84) Through various 
devices, like flip-flop sofas, techni-
fied kitchens or peepholes, archi-
tecture not only enables a certain 
way of living, it actively promotes 
it to in the end become the desire 
itself.

It was the first time that interior 
architecture was used as more 
than a mere backdrop for artic-
les of a more or less pornogra-
phic nature. Even the girls were 
no longer necessary. The naked 
interior space had become the 
pornographic object par excel-
lence. (Preciado, 2014, p.101)

What is key to this so called “Play-
boy”-architecture is a sophisticated 

play with the concepts of public 
and private. Preciado describes this 
as a method to free the domestic 
sphere from norms traditionally 
tied to it.

It’s about dissolving the tradi-
tional domestic sphere, rela-
ted with the de-politicalisation 
of sexuality, and the domestic 
space is left to be understood 
as a place exempt from the ru-
les that regulate the public and 
where the dominating power of 
the father is restricted. (Precia-
do, Jaque, 2014)

In addition, before unknown pro-
grams such as the live broadcas-
ted living room demand for new 
sets of norms. The spaces of Hugh 
Hefner’s Playboy mansion can not 
be conceptualized in conventional 
ways.

Architecture is not so much a play 
of form, Playboy adapts different 
styles to their agenda, but a tool to 
construct subjects. While Hefner 
promotes modernism as the ade-
quate style for the modern urban 
bachelor, he later uses a “brick-
and-stone townhouse built in 1899 
at 1340 North State Parkway on 
Chicago’s Gold Coast” as his Play-
boy mansion. (Preciado, 2014, p.107) 
While the architectural styles are 
diametrically opposed, the tradi-
tional town house even increases 
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◄ FIGURE 3.3 (p.36-37) Drawing of a 
design by R. Donald Jaye for an article in 
Playboy magazine, entitled “The Play-
boy Town House: Posh Plans for Exciting 
Urban Living” published in 1962. The 
rooms are organized to both sides of the 
pool which forms the center of the house. 
Oriented towards the street are rooms for 
representation. Wild parties in the living 
room are in a almost voyeuristic man-
ner presented to the public. Within view 
from the “representative” half but on the 
other side of the pool are the more private 
spaces like study room and toilet. 
“This division reinforces the duality of the 
playboy’s lifestyle, articulating the tran-
sition from work into leisure, dressed into 
nude, the professional visit into the sexual 
encounter. Here, the swimming pool si-
multaneously functioned as the dispositif 
of rotation that enabled the playboy to 
move between the front and back secti-
ons of the house, and as a liquid frontier 
that separates two irreconcilable “stages,” 
where different (and even incongruous) 
actions can take place.” (Preciado, 2014, 
p.104)

transgression of norms. While the 
modernist home was already rela-
ted to “individual immorality, luxu-
ry, perversion, homosexuality, por-
nography, and crime” (Preciado, 
2014, p.91) by mass media, it was 
already an act of transgression to 
move in. Hefner’s staging of a tra-
ditional house as a Playboy’s ulti-
mate dream mansion was more of 
a direct attack on the understan-
ding of normative domesticity of 
that time. Hefner suspended social 
and sexual values of the stable whi-
te heterosexual average American 
family (Preciado, 2014, p.91), not in 
a perverted modernist architectu-
re but in a bourgeois 19th century 
town house.

This mutated domesticity is achie-
ved through an extensive use of 
multimedia techniques (Preciado, 
2014, p.81), constructing a frag-
mented view on the life inside the 
mansion through meticulously se-
lected images. Preciado gives the 
example of Vikki Dougan, known 
as the Back, as an example for this 
method of selection and fragmen-
tation:

The possibility of “looking at 
things from behind” was not only 
a consolation for women such 
as Vikki Dougan who, claimed 
the magazine, “were not busty”: 
turning the bustless girl to disco-
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ver the back of a Playmate was 
another rotation game through 
which Playboy inverted the laws 
of the gaze. What was back be-
came front, exactly in the same 
way that, through the use of the 
TV camera, the “private” rooms 
of Hefner’s house became pub-
lic and what was hidden beca-
me exposed, and all without the 
need for “glass dresses” (that is, 
without windows or glass faca-
des). Like the cropping of Dou-
gan’s back, the visibility of the 
Playboy Mansion was regulated 
through a very precise selection 
of images, staged for the public 
eye. (Preciado, 2014, p.97-98)

At Playboy mansion public and 
private were not only inverted or 
superimposed, they existed only 
as fragments and could change 
from one shot to the other. In the 
end concepts of public and private 
were removed from the domestic 
sphere and with them the norms 
bound to them.

This selective view allowed for end-
less recombination of the sing-
le fragments. The so constructed 
image related to various individu-
als even unknown ones. Future and 
past could be easily integrated into 
Playboy’s imagery to form a never 
finished collage.

▲ FIGURE 3.4 Jean Nouvel, 'Saint-Ouen 
Experimental Housing Scheme', Glass Kit-
chen, Saint- Ouen, France, 1983-1986: Alt-
hough the space of the kitchen is well-de-
fined the larger space it is implemented 
in is preserved. The glass construction 
creates a certain distance to what is hap-
pening inside of it. One is either observer 
or observed. Preciado describes this me-
chanism, which is perfected for Playboy’s 
ideal bachelor pad, in his book Porno-
topia: “The woman had lost her leading 
role on the kitchen stage and become a 
spectator in a theater of masculinity. With 
regard to the male user of the “radiant 
broiler-roaster,” Playboy wagered, “It is 
our bet that the manipulation of this 
broiler, and the sight through the dome of 
a sizzling steak, will prove for your guest 
a rival attraction to the best on TV. And 
you’ll be the director of the show.” It is 
as if, for Playboy, the transparent dome 
broiler — like the apartment itself, with its 
glass windows and undivided spaces — 
would imitate the structure of the TV set 
or the show. Once again, both the broiler 
and the penthouse operate as peep-show 
display mechanisms that offer the desired 
object (the roasted meet, the pink flesh of 
the young female guest) to the male eye, 
creating the effect of realism and proximi-
ty while still protecting the spectator from 
direct contact.” (Preciado, 2014, p.95-96)



58

► FIGURE 3.6 (top) A photo showing 
the image of a normal family gathering 
around the television in their living room 
(1957). (bottom) The other picture shows 
Hugh Hefner surrounded by Playboy 
Bunnies at the Chicago Playboy mansion 
(photographed by Burt Glinn 1965)

▲ FIGURE 3.5 The former Playboy mansi-
on at 1340 N. State Pkwy., Chicago, Illinois. 
Instead of a modernist villa, Hefner chose 
a posh brick-and-stone mansion on Chi-
cago’s Gold Coast (Preciado, 2014, p.107)

The pornographic body is cons-
tructed through collage as ar-
chitecture. The space extends 
itself without relief toward the 
past and the future equally, em-
bracing every woman that ever 
existed or will ever exist (“wo-
man” here has no content other 
than as a visual sign). It is wit-
hin this plane of analogies that 
the girl next door, innocent or 
unlovely as she might be, is al-
ready connected in an abstract 
and timeless way to some other 
feature of Brigitte Bardot. Mo-
reover, in this visual chessboard, 
Bardot herself becomes merely 
a gracious combinatory formu-
la of Gina Lollobrigida, Jayne 
Mansfield, Anita Ekberg, and 
later — Paris Hilton.  (Preciado, 
2014, p.98)

Although Playboy challenged the 
understanding of domesticity on 
TV and in magazines, the physi-
cal space of the Playboy mansion 
was highly hierarchical, and strict-
ly organized in space of different 
levels of privacy. Starting from the 
basement the level of publicity de-
creased, the program of the rooms 
changed from pleasure to busi-
ness. The fourth floor was reserved 
for the Bunnies only.  

In the mansion, moving ver-
tically implied moving across 
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changing tyles and media. Mo-
ving down was descending 
into pleasure, walking up was 
getting into discipline. Moreo-
ver, walking up the stairs was 
climbing into different regimes 
of power and representation. 
While the basement, first, and 
second floors consisted of large, 
open spaces for lounging, dan-
cing, and swimming, the third 
and fourth were jealously closed 
and rarely opened their doors to 
male visitors. Every house — like 
every woman, as Vikki Dougan 
showed us — had its back. And 
it does not necessarily have to 
be naked. (Preciado, 2014, p.122)

Playboy mansion has not been 
transgressive not so much by de-
taching from norms but by how it 
organizes them in space. Playboy 
mansion combines different pro-
grams all with different sets norms 
tied to them in closest possible 
proximity under a single roof. The 
playboy mansion’s transgressive 
character lies in creating a hete-
rotopia, a place, that “is capable of 
juxtaposing in a single real place 
several spaces, several sites that are 
in themselves incompatible” (Fou-
cault, 1984, p.6) and by doing so to 
create an “enacted” utopia. (Fou-
cault, 1984, p.3)

There are also, probably in eve-
ry culture, in every civilization, 

▲ FIGURE 3.8 Shower at ‘Run Run Run’ 
Café in Madrid by Andrés Jaque/Office for 
Political Innovation (2019): The shower is 
next to a meeting space and kitchen. It is 
also visible from street level either direct 
or through the reflections in the shower’s 
glass wall.

◄ FIGURE 3.7 Page from Playboy article 
‘Playboy’s house party’ from 1959. The pic-
torial documents a prototypical bachelor 
pad in Miami owned by Harold Chaskin.



62

▲ FIGURE 3.9 Dutch embassy in Berlin 
by OMA (1997): The glass floor of a cor-
ridor directly above the street in front 
of the building allows passerby to peep 
inside. Gimmickry or serious architectural 
intervention. Does it create more political 
transparency? Do people in power walk 
on thin ice?  Should men start wearing 
skirts or women trousers? Is it maybe a 
little sexist? Maybe it’s time for a carpet?

real places—places that do exist 
and that are formed in the very 
founding of society — which are 
something like counter-sites, a 
kind of effectively enacted uto-
pia in which the real sites, all 
the other real sites that can be 
found within the culture, are si-
multaneously represented, con-
tested, and inverted. Places of 
this kind are outside of all pla-
ces, even though it may be pos-
sible to indicate their location in 
reality. Because these places are 
absolutely different from all the 
sites that they reflect and speak 
about, I shall call them, by way 
of contrast to utopias, heterot-
opias. (Foucault, 1984, p.3)

To allow visibility between multiple 
places which in their program are 
incompatible with each other, is a 
way to challenge the conception of 
each space respectively. The visu-
al connection established through 
the peephole can either be physi-
cal or created through media de-
vices. To allow incompatible spaces 
to peep into one another is an act 
of transgression, a way to call for 
conflicting conceptions of one and 
the same space and to open up the 
possibility for the emergence of 
new ways of inhabiting it.
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▲ FIGURE 3.10 Still from Louise Lemoine’s and Ila Bêka’s film ‘Koolhaas Houselife’ 
(2008). The film accompanies Guadalupe Acedo, the housekeeper, while dealing with 
the peculiarities of OMA’s Maison à Bordeaux from 1998. A characteristic feature of the 
house is an elevator platform which connects all floors and their particular programs.
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CREATION THROUGH 
DISRUPTION

◄ FIGURE 4.1 Gordon Matta-Clark – 'Conical Intersect', 1975: Matta-Clark, for the Paris 
Biennale in 1975, cut cones into two buildings next to the Centre Pompidou, which at 
that time was still under construction. Passer-by were able to peep into the interior of 
the cut houses from street level. After the performance, the neighborhood of ‘Les Hal-
les’, which the houses were part of, was demolished.

In his essay about awkwardness 
Adam Kotsko argues that aw-
kwardness fits into a method to 
gain knowledge as proposed by 
Heidegger: Insight through break-
down. (Kotsko, 2010, p.15) In his 
work Being and Time Heidegger 
starts his thought with the state 
of “ordinary everydayness”, Kots-
ko adds that this means “essenti-
ally going with the flow.” (Kotsko, 
2010, p.15) This “ordinary everyday-
ness” is for Heidegger a particular 
way in which one is “attuned to the 
world”. (Kotsko, 2010, p.12) Heideg-
ger is then interested in moments 
in which this special “relationship 
to the world” (Kotsko, 2010, p.12) is 
disrupted.  Heidegger uses a bro-

ken hammer as example, (Hei-
degger, 1962) Kotsko his Microsoft 
Word errors, (Kotsko, 2010, p.12) and 
I’ll use my broken window as exam-
ple for what is meant by insight 
through breakdown. Under nor-
mal circumstance I would be able 
to open and close the window of 
my room the way I’m used to, and I 
wouldn’t pay much attention to the 
mechanisms that allow me to open 
and close it. Just recently I tried to 
close it, but it didn’t work. After try-
ing for a while, it became even wor-
se and the window almost fell out 
of its frame. As it was cold outside 
and late and there was no way to 
get immediate help by a mechanic, 
I started taking a closer look at the 
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▲ FIGURE 4.2 ‘Chain Fork’ by Katerina 
Kamprani (2015). The fork seems complete 
but is completely unusable at the same 
time. The discrepancy between the idea 
we have about how a fork works and the 
failure of Kamprani’s object to fulfill this 
purpose might cause a feeling of unease.

▲► FIGURE 4.3 Booth/Hansen & Associa-
tes, 'David Barr Villa (½ House + ½ Stu-
dio)', near Detroit, Michigan, 1978-1981: The 
roof seemingly fits the house below. The 
plan reveals that this is not the case at all.

closing mechanism to eventually 
find a way to at least close it before 
I would turn into an ice block.

Through the breakdown of my 
window, the preconceptions I hold 
for the use of it broke down. I had 
to approach the window differently 
than in the case of “ordinary ever-
ydayness”. Kotsko states that “this 
stance toward something that has 
broken down is the root of the kind 
of objective contemplation that 
philosophy and science have ten-
ded to put forward as the most aut-
hentic type of knowledge.” (Kotsko, 
2010, p.12) The window’s breakdown 
gave me the opportunity to gain a 
deeper knowledge about it. It all-
owed me to escape from the nar-
rowed perception of the window 
under ordinary circumstances. Hei-
degger’s insight is then to general-
ize this finding. Adam Kotsko wri-
tes about this insight:

…human existence consists of 
a variety of […] stances, each of 
which allows us to see different 
things. (Kotsko, 2010, p.12)

Kotsko then argues that awkward-
ness as the breakdown of norms is 
one of those stances. As “a break-
down in our normal experience of 
social interaction” it allows for a 
deeper understanding “on our re-
lationships with other people, or 
the intrinsically social nature of hu-
manity.” (Kotsko, 2010, p.15) Follo-
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wing Kotsko, to gain insight on so-
mething through its breakdown is 
then not restricted to objects like a 
hammer, a computer program or a 
window but also includes the sphe-
re of social interactions.

This argumentation by Kotsko be-
ars analogy with Bertolt Brecht’s 
theory of the Epic Theatre. With 
his so-called Verfremdungseffekt 
(alienation technique) Brecht tried, 
such as Kotsko proposes for our so-
cial interactions, “to re-act to and 
act upon the preconceptions” of 
theatre. (Hannah, 2004, p.44) Furt-
hermore he proposes a theatre 
that instead of reproducing exis-
ting social conditions reveals them. 

(Hannah, 2004, p.47) In “turning 
the object of which one is made 
aware, to which one’s attention is 
to be drawn, from something or-
dinary, familiar, immediately ac-
cessible, into something peculiar, 
striking and unexpected”, (Brecht, 
1964, p.143) Brecht sees a creative 
act. Hannah further describes this 
Brechtian Verfremdung as a “ne-
cessary and active agent in cultural 
productions (, a production itself 
rather than a product). (Hannah, 
2004, p.45)

Brecht establishes ‘epic theatre’ 
through the archetypal Street 
Scene; where a traffic accident 
has occurred on a city corner 
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▲ FIGURE 4.4 Stage design by Heinrich 
Kilger for Bertolt Brecht’s play ‘Mutter 
Courage und ihre Kinder’, the play pre-
miered on 11th January 1949 at Deutsches 
Theater Berlin

and the witnesses are re-cons-
tructing the event in order to 
communicate the facts. Their 
re-enactment involves quota-
tion, repetition, interruptions, 
montage and gestures, all crea-
ting a necessary critical dis-
tance. This choice of the ever-
yday incident as an epic event 
illustrated the requirement for 
events to reflect a ‘lived’ rather 
than ‘staged’ reality. It was also 
a ‘de-heroisation’ of the old epic 
model; an anti-epic epic thea-
tre. Brecht bemoaned the fact 
that the audience handed in 
their ‘everyday life’ in the theatre 
lobby along with their cloaks. It 
represented the missing ingre-
dient within which the audien-
ce should be immersed rather 
than the intoxication of illusory 
magic. (Hannah, 2004, p.48)

Brecht’s idea was to constantly 
“destabilize the viewer” during the 

play. (Hannah, 2004, p.49) The rela-
tionship between the viewer and 
what is happening on stage cons-
tantly changes:

As in the retelling on a street cor-
ner, all the chaotic elements wit-
hin the city continue to simulta-
neously exist, but they come in 
and out of view when required 
and each creative participant 
must work hard to focus on the 
task at hand. However the envi-
ronment never disappears. This 
sets up an oscillation between 
staging and reality, between 
attraction and distraction, bet-
ween epic and intimate, bet-
ween experience and distance;… 
(Hannah, 2004, p.49)

Brecht not only tries to disrupt the 
traditional relationship between 
spectator and spectacle but also 
the viewer’s preconceptions of the 
scenes performed on stage. The 
car accident, already a breakdown 
of “ordinary everydayness” itself, is 
fragmented further. The spectator 
takes different roles, each putting 
him into a different relationship to 
the scene. This constant change of 
perspective, not only visually but 
conceptually, makes it hard for the 
viewer to identify with a certain 
character in the play. While classic 
theatre of Brecht’s time focused 
on a hero with which the specta-
tor could identify - “… an identifi-
cation between the spectator and 
the Hero, his will, his conflicts, his 
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▲ FIGURE 4.5 Marcel Duchamp, 'Bottle 
Rack', 1914. The selection by the artist and 
its framing by an institution adds new as-
sociations to the presented object. These 
new associations go beyond the ones one 
has if the object is looked at in its original 
context. Michael Young writes in his essay 
‘Speculative Objects’ (2015): “Humans 
have no access to the real object; it is 
always withdrawn both conceptually and 
sensually. The real object is always hid-
den. The ready-made provokes this tensi-
on. These objects begin to collect qualities 
and attention that they do not commonly 
possess. This creates an aesthetic ex-
perience that initiates doubt about the 
reality of the thing itself. This reframing 
proposes that the problem of aesthetics is 
more fundamental to the construction of 
an ontology than deciding if an object is 
or is not art. For this discussion of realism 
and estrangement, it proves more interes-
ting to follow the fluctuations of the real, 
rather than the fluctuations of the cate-
gory of art.” (Young, 2015, p.44)

struggle…” (Lefebvre, 1991, p.23)- 
Brecht’s epic theatre made exactly 
this identification impossible. This 
turning away from a hero as a figu-
re of identification also included a 
disorientation of the spectator re-
garding “accepted norms and va-
lues” connected to the character of 
the hero in classical art. (Lefebvre, 
1991, p.23) Brecht by his techniques 
of Verfremdung puts the viewer 
into a position in which he must 
make decisions about the scenes 
without getting any help by prees-
tablished social concepts tied to a 
certain character. (Hannah, 2004, 
pp.48-49) Lefebvre writes in his Cri-
tique of the everyday (1991):

The spectator weighs the pros 
and the cons; he waits for the 
play to offer him arguments, but 
it does so only in a way which 
delays judgement, or provokes 
judgement without laying down 
what it should be. A dialogue 
between the spectator and the 
spectacle (one dare not say aut-
hor) is established which brings 
a growing tension, relieved by 
musical interludes (the ‚songs‘). 
The spectator cannot relax. He 
is not allowed to. He must take 
sides. Political, public, contradic-
tory, the play is fundamental-
ly no different from a meeting. 
(Lefebvre, 1991, p.22)

By not supposing any specific 
stand, but rather making any jud-
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◄ FIGURE 4.6 Transformation of the ‘Bankside Power Station’ into the new home 
of ‘Tate Gallery of Modern Art’,  Herzog & de Meuron (2000). An act of ‘Verfremdung’ 
argues Dorita Hannah: “However these buildings, which are invariably warehouses, 
power stations, disused army sheds and factories suggest more than simply an aesthe-
tic fascination with industrial architecture as vessels for the exhibition of art. There are 
plenty of architectural typologies that could be said to embody integrity or usability. 
As technological icons of what Rayner Banham calls ‘the first machine age’, they are 
cruel sites of labour, transformed into cultural sights of art and tourism. Further I would 
contend that they are sites of alienation with an attendant sense of estrangement 
necessary to the experience of contemporary art.” (Hannah, 2004, p.46)

gement more complicated, by fo-
cusing on contradictions of a scene 
instead of “purifying” it, Brecht gi-
ves the viewer the opportunity to 
explore potentialities and judge 
beyond any preconceptions pre-
sented on stage – “by using heroes, 
situations, the formal logic of the 
Unities.” (Lefebvre, 1991, p.23)

Adam Kotsko gets to a similar point 
in his essay on awkwardness. For 
him in moments of awkwardness 
we resist the social order and make 
ourselves free of expectations held 
up by society. (Kotsko, 2010, p.27) At 
the same time, the social order is 
something that helps us through 
everyday life. It is hard to imagine 
if we would have to make every de-
cision we face during the course 
of the day without the help of any 
ready-to-hand conventions. Aw-
kwardness does not make the so-
cial order obsolete; it relies on it. 
Neither does a social order prevent 
awkwardness. Awkwardness in fact 
is only possible in the context of a 
social order. (Kotsko, 2010, p.26) For 
Kotsko then lies potential for “so-

mething genuinely new and unex-
pected” in moments, in which we 
accept the social character of aw-
kwardness and neither resist the 
social order in favor for awkward-
ness nor resist the awkwardness in 
favor for a clear set of values. (Kots-
ko, 2010, p.27) 

But on those rare occasions 
when we figure out a way to 
stop resisting the social order 
and yet also stop resisting aw-
kwardness and just go with it, 
something genuinely new and 
unexpected might happen: we 
might be able to simply enjoy 
another without the mediation 
of any expectations or demands. 
(Kotsko, 2010, p.27)

Alike Brecht through use of his 
V-Effekt, Kotsko suggests embra-
cing moments in which the pre-
conception we have for our ever-
yday life are disrupted, as these 
moments of breakdown allow for a 
questioning of our preconceptions. 
This comes along with the possibi-
lity to judge and act outside a pre-
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▲ FIGURE 4.8 ‘Imponderabilia’ performance by Marina Abramovic and Ulay at Gal-
leria d‘Arte Moderna, Bologna in 1977. The quite unexceptional act of passing a door 
becomes very tricky by combining it with extreme intimacy and everything in complete 
public.

◄ FIGURE 4.7 (p.54-55) Jeff Wall, 'Morning Cleaning', Mies van der Rohe Foundation, 
Barcelona (1999): The artist has described his work as follows: “The man in the picture 
is the real cleaner. The picture is documentary in the sense that that’s exactly what he 
would be doing at that moment of the day. It’s what I call ‘near documentary’. Alt-
hough I arranged the picture and worked in collaboration with the cleaner, the picture 
resembles very closely what a snapshot made at that moment would show.” (Burnett, 
2005, p.90) The picture shows a quite mundane and unsuspicious scene. When taking 
a closer look one can recognize some irregularities. At first it measures 187.0 x 351.0 cm 
making it more of the size of a “historical narrative painting” than a photo of an ever-
yday activity. Furthermore, the photo has no focus range, it is put together from single 
images making it equally sharp. Exceptions are soap bubbles on the windows, which 
create a blur effect, that is not based on the lens of the camera but on the motive itself. 
Another strange quality is the lighting, which creates a clear distinction between inter-
ior and outside, something modern architecture tried to dissolve. The longer one looks 
at the image the more critical one gets of the apparent “realism” of the scene. (Young, 
2015, p.22-28)
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defined framework, making these 
moments of breakdown not only 
moments of destruction but also 
moments that allow for creation of 
something new.

This pattern of creation through 
disruption can be found in the 
work of Marina Abramovic and 
Ulay, as well as in the work of Gor-
don Matta-Clark. The performance 
‘Imponderabilia’ by Abramovic and 
Ulay and Matta-Clark’s series ‘Split-
ting’ show that this disruption can 
operate on very different levels. 
Whereas ‘Imponderabilia’ operates 
on the level of human interaction 
and the perception of space based 
on presence of bodies, the splitting 
of houses questions our perception 
of space in a formal context.

For the performance ‘Impondera-
bilia’ Marina Abramovic and Ulay 
stand naked in the door of the cho-
sen museum. All people who would 
like to enter the museum have to 
pass the two naked persons. The-
reby Abramovic and Ulay are stan-
ding as close to each other so that 
the person entering must pass si-
dewards and thus is forced to turn 
towards one of the artists. (medien-
kunstnetz, 2021) This creates a clo-
se intimacy with a strange person, 
a situation we have no immediate 
social conventions for. There is no 
predefined answer to the question 
how do I pass two naked persons, 
and which one is the right one to 

▲ FIGURE 4.9 ‘Instruments of Manner’, 
Xefirotarch/Hernan Diaz Alonso (2010): “In 
his 2010 design for silverware cutlery and 
plates for Alessi, entitled Instruments of 
Manner, Diaz Alonso created an essay in 
the curlicues and whirligigs of Art Nou-
veau. The set is beautiful – almost un-
usable – yet has the potential to subvert 
the established manners and etiquette 
of dining.” (Spiller, 2016, p.218) The way 
the highly detailed pieces are presented 
allows for a recognition as silverware alt-
hough they remind only a very little of a 
common spoon, fork, or knife. At the same 
time, they make curious not only how but 
also for what sort of dishes one might use 
these items.

face, the male or the female? The 
ordinary act of passing a door be-
comes a very strange one. An act 
we at least under normal circums-
tance would not pay much atten-
tion to, becomes very delicate. Just 
by passing the two naked persons 
one might reveal an unfiltered im-
pression on one’s personality to the 
other visitors observing the scene. 
The photographies and videos do-
cumenting the performance show 
the individual reactions of the visi-
tors to the challenge imposed by 
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▲ FIGURE 4.10 ‘The Uncomfortable 
Tea Set’ (2017) and ‘The Uncomfortable 
Toothbrush’ (2019) by Katerina Kampra-
ni: Although one precisely knows how to 
use these objects and still can do so, their 
properties will make it a quite challenging 
and strange act.

▲ FIGURE 4.11 Illustration 15 in the book 
‘Splitting’ by Gordon Matta-Clark, 1974. 
The missing corners gain a strange 
presence as one tries to reconstruct the 
missing matter in one’s head.

► FIGURE 4.12 Photographs on board 
from the series ‘Splitting’ by Gordon Mat-
ta-Clark from 1974. The pictures docu-
ment Matta-Clarks performance for which 
he cut a mundane family home in New 
Jersey into halves. The split lets sunlight 
into the interior and becomes an element 
of connection between the single rooms 
of the cut house. He then reconstructs 
the cut from pictures of segments of it. 
Although the perspectives do not match 
the cut helps to orient and one is able to 
imagine the space.

the performance. Some take it with 
humor, others seem to be in com-
plete horror. These documentati-
ons are also quite funny to watch.

Gordon Matta-Clark does not dis-
rupt an everyday action, but ever-
yday objects. In his work ‘Splitting’ 
from 1974 Matta-Clark cuts in hal-
ves entire buildings or removes 
parts of their structure. Illustration 
15 in the ‘Splitting’ publication two 
photos show a hole in two rooms 
right where walls and ceiling 
should form a corner. Additionally, 
in both pictures there is a window 
next to the removed corner. In one 
the hole where the corner should 
be, and the window are combined 
to one single opening in the struc-
ture. Although the corner is mis-
sing and the wall opening is even 
more complex in the case in which 
is combined with the window, we 
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can easily reconstruct the remo-
ved parts in our imagination. The 
corner gets a strange presence. 
The corner is almost more present, 
than it was if it would still be the-
re physically. (Wigley, 2017) Also in 
Matta-Clark the disruption of a fa-
miliar situation increases attention 
on something that under normal 
circumstances would not be fur-
ther noticed. It even goes beyond 
prompting attention. The act of rei-
magining what is missing creates a 
new image of it. An image that eve-
ry individual must create on its own 
and without any hint by the artist.  

While both presented works can 
be roughly assigned to a sphere of 
action and one of form, I would like 
to look at the work ‘Fallen Leaves’ 
by Menashe Kadishman, as a more 
complex example blending both 
spheres. The work consists of over 
10.000 faces cut from metal plates, 
which cover the floor of the me-
mory void at the Jewish Museum 
in Berlin. (Jewish Museum, 2021) 
The visitor is encouraged to step 
upon the artwork, something that 
dissents our normal experience in 
a museum. In addition to this un-
conventional interaction with the 
artwork, the visitor walks on faces 
with their mouths wide open and 
this in a museum thematizing the 
murder of European Jews during 
the Holocaust. Passing the room 
becomes a very uncanny and bru-
tal experience. Visitors feel guilty 

▲ FIGURE 4.13 How our habits also influ-
ence the way we perceive spaces shows 
the example of the ‘Ames-Room’. When 
looking at a room with only one eye, one 
cannot administrate depth information. 
We only see a two-dimensional image. 
Nevertheless, our mind tries to create a 
three-dimensional representation based 
on our daily experience. The skewed an-
gles of the ‘Ames-Room’ trick this mecha-
nism and we perceive people and objects 
of same height as completely different in 
size. (Spektrum, 2000)
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just by the floor’s nature. Also in 
the example of ‘Fallen Leaves’ the 
disruption forces an individual re-
action outside of everyday’s pre-
conceptions.

To disrupt the preconceptions, 
we have for our everyday life, is to 
create possibilities for innovative 
actions. Moreover, it allows to criti-
cally engage with the situations we 
encounter. Instead of having a pre-
defined answer at hand one must 
find an individual reaction. Thus, 

▼ FIGURE 4.14 The artwork ‘Shalekhet (Fallen Leaves)’ (2012) by Menashe Kadishman 
breaks with the common concept of how to engage with an artwork at a museum. 
Instead of contemplating from a safe distance one is supposed to step onto the exhibit. 
The metal faces even clash against each other making the act of stepping upon them 
even hearable.

I argue to create situations of dis-
ruption is a way to prompt a more 
immediate engagement between 
people and the spaces they inhabit. 
Disruption demands for individual 
action. An architecture of disrup-
tion is an architecture that embra-
ces participation and appropriation 
by the individual. To be innovative 
it does not require something new, 
rather the innovation arises from 
breaking down the existing.
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MISUSE AND 
APPROPRIATION

◄ FIGURE 5.1 Drawing for ‘House VI’ by Peter Eisenman (1972-1975) The design follows a 
strict formal process of juxtaposition of solids and voids. Nevertheless, or maybe exactly 
because of this exclusively formal approach, Eiseman’s house became a challenge for 
the inhabitants to live in. Shortly after they moved in, they started adapting the house 
to their needs. They later even responded to the architect with the book “Peter Eisen-
man‘s House VI: The Client‘s Response “(1994)

In 2017 artist Shahak Shapira star-
ted a photo project for which he 
collected selfies taken at the Me-
morial for the murdered Jews of 
Europe in Berlin. His intent was to 
raise awareness for the often-inap-
propriate behavior of the visitors 
who posted the misuse of the site 
as playground, athletic ground, or 
background for morbid jokes, on 
social media platforms like Face-
book, Instagram, Tinder or Grindr. 
Shapira took the photos from the 
online platforms and replaced the 
memorial by Eisenman with histo-
ric photographs from Nazi extermi-
nation camps. He than published 
the photomontages on the website 
yolocaust.de. The impact was huge. 

On his website Shapira writes that 
after one week over 2.5 million peo-
ple had visited the website inclu-
ding all 12 of which he had used 
their social media posts. (Shapira, 
2017) Temporarily the website even 
went out of service because of the 
high number of visitors. (Jarosch, 
2017) Shapira’s project triggered an 
intense debate not only on how to 
behave at this specific memorial 
but also about the commemora-
tion of the Holocaust in general. 
Some of the reactions can still be 
found on his website and range 
from acknowledgment of Shapira’s 
work over apologies for inappro-
priate selfies to hostilities against 
the artist. (Shapira, 2017) 
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▲ FIGURE 5.2 Kids jumping from one concrete block to another at the ‘Memorial to the 
Murdered Jews of Europe’ in Berlin. Scenes like this inspired artist Shahak Shapira to 
start his controversial photo project ‘Yolocaust’. Eisenman responded to Shapira’s pro-
ject: „But putting those bodies there, in the pictures, that‘s a little much if you ask me. 
It isn‘t a burial ground, there are no people under there.“ (Gunter, 2017) Other responses 
appreciated Shapira’s work for prompting an intense debate not only about appropria-
te behavior at sites of commemoration but also about commemoration of the Holo-
caust in general. (Gunter, 2017)

► FIGURE 5.3 Plan and sections of the ‘Memorial to the Murdered Jews of Europe’, 
Eisenman Architects (1998-2005): The highly abstract design is derived from the inter-
section of the grid of the pillars with gridlines taken from the larger urban context of 
Berlin. These are then used to influence the topology of the site and the top plane of 
the concrete blocks. (Eisenman Architects, 1998)
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Although people take selfies at ot-
her places of commemoration of 
the Holocaust, the inappropriate 
behavior seems to be especially 
common at the Berlin memorial, 
as Shapira remarks in an interview. 
(Jarosch, 2017) One reason might 
be the proximity of the memorial 
to tourist highlights like the Bran-
denburger Tor and other sightsee-
ing stops in Berlin’s center. Some 
people might just come along the 
site, not knowing what it is. Anot-
her reason, which might fortify the 
first one, is probably the memori-
al’s highly abstract design by Peter 
Eisenman.  On 19.000m2 Eisenman 
placed 2710 concrete blocks with 
the same width and length, which 
only vary in height. These blocks 
are all placed on a regular grid. 
(Stiftung Denkmal, 2021) Only a few 
trees on the western side of the me-
morial replace some of the blocks 
and in the south-eastern part two 
stair sets lead to the underground 
exhibition space. Else there are no 
explicitly defined spaces or ent-
rances. The memorial is accessi-
ble from everywhere and no path 
through it dominates the others. 
Additionally, the different heights 
of the concrete blocks allow the vi-
sitors to climb on them. The relati-
vely small distance of 0,95m even 
allows to jump from one block to 
the other. This indistinctness of the 

▲ FIGURE 5.5 Axonometric Drawing of 
‘House I’, Peter Eisenman (1967-1968): In 
the right part in front of the staircase one 
can easily recognize the fireplace, which 
Eisenman claimed to be fake. However, 
when visiting the house today one will 
find a fully functioning fireplace there. 
(Lavin, 2021)

◄ FIGURE 5.4 Bedroom at Eisenman’s 
‘House VI’ before and after renovation. The 
clients preferred a single bed instead of to 
separate ones. But instead of just putting 
a regular double-size bed there, they put 
up one, which is still separated at its base. 
While they now share one single mattress, 
the shape of the bed still pays respect to 
the slot in the floor. However, the opening 
in the ceiling has been closed.
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space seems to invite for individu-
al engagement with it, including 
also inappropriate acts as Shapira 
shows them on his website.

That he was not surprised that 
some people do not recognize the 
site as a memorial for the Holo-
caust at first sight but maybe see 
a maze, an urban playground, or a 
park, is admitted by Eisenman in 
an interview already in 2005 long 
before Shapira launched his web-
site.1 (Tenberg; Hawley, 2005) He 
even states that these “misuses” 
are intentions of his design.

“People have been jumping 
around on those pillars fore-
ver. They‘ve been sunbathing, 
they‘ve been having lunch the-
re and I think that‘s fine. […] My 
idea was to allow as many peo-
ple of different generations, in 
their own ways, to deal or not 
to deal with being in that place. 
And if they want to lark around I 
think that‘s fine.”
-Peter Eisenman (Gunter, 2017)

The memorial to the murdered 
Jews of Europe is a project of quite 
a large scale, involving a wide pu-
blic and the sensitive topic of the 

1 “Menschen werden im dem Feld picknicken. Kinder werden in dem Feld Fangen spie-
len. Es wird Mannequins geben, die hier posieren, und es werden hier Filme gedreht 
werden. Ich kann mir gut vorstellen, wie eine Schießerei zwischen Spionen in dem Feld 
endet. Es ist kein heiliger Ort.” -Peter Eisenman (Tenberg; Harley, 2005)

Holocaust it touches contributes to 
the intense debate the various uses 
of the site trigger. Both makes the 
space a highly political one. That 
these conflicts are not completely 
unintended by the architect as the 
interviews show, (Tenberg; Harley, 
2005) makes it not a surprise that 
there are other examples in Eisen-
man’s work that prompt conflicts 
by their high level of abstraction 
and thus ambiguity of purpose. 
Although the Holocaust memorial, 
because of its scale and dedication, 
prompts by far the most complex 
(and maybe complicated) debate it 
is also interesting to look at exam-
ples that address more intimate 
topics of domesticity. Even though 
they address more banal decisions, 
like the role of the fireplace in a fa-
mily home, the resulting debates 
might not always be less intense 
and prompted actions not less cri-
tical of the architecture they enga-
ge with.

One thing Eisenman claimed 
throughout the 60s and 70s was 
to completely remove the “meta-
physics of domesticity” in all his 
residential projects. (Lavin, 2021) 
In his design for House VI Eisen-
man “attacked” the traditional con-
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cept of a married couple sharing a 
bed, by planning a cut through the 
middle of the bedroom. Floor, wall, 
and ceiling have a glazed opening 
splitting the room into two halves. 
In the early photos taken after the 
completion of House VI in 1975 two 
single beds are neatly arranged on 
each side of the cut. In later photos 
the beds are not longer separa-
ted. In fact, the owners of House VI 
came up with a double bed which 
bridges the gap dividing the room. 
At the base it is still divided into two 
stands each of the size of a regular 
bed. But the separate stands now 
hold up a single king-sized mat-
tress. (see figure 5.4 bottom) The 
bedroom has been reappropriated 
to a more conventional version alt-
hough Eisenman’s attack on tradi-
tional domesticity remains visible.

Another example for the approp-
riation of one of Peter Eisenman’s 
designs through its users is used 
by Sylvia Lavin in her lecture “From 
the Postmodern to Postmoderniza-
tion” (Lavin, 2021). She discovered a 
strange scene in one of Eisenman’s 
unpublished drawings for House I. 
It shows a person sitting in front of 
a fireplace. A quite traditional do-
mestic scene, for a house that aims 
for removal of the metaphysics of 
domesticity. (Lavin, 2021) When as-
ked by Lavin about the fireplace in 
his drawings, Eisenman responded 

that he tricked his clients by put-
ting a fake fireplace in the house. 
This becomes even more abstruse 
when Lavin shows drawings taken 
from the correspondence between 
the architect and the clients, as 
they even remark that the stairs 
run through the fireplace: “Peter 
get the stairs out of the fireplace”. 
(Lavin, 2021) When visiting House 
I today, one can see that there is 
a full functioning fireplace. Eisen-
man could not trick his clients. The 
clients once again tricked Eisen-
man! (Lavin, 2021)

Although the clients prefer to live 
in a more traditional way and Ei-
senman could not change that 
through his architectural provoca-
tions, he nevertheless prompted 
a conscious decision of the clients 
for a more traditional understan-
ding of architecture and against 
the alternative offered by the archi-
tecture. Eisenman could also have 
put forward a more radical agenda, 
making the conventional impos-
sible. But instead of making a real 
cut through the bedroom, the slot 
is glazed and instead of not even 
planning a fireplace at all Eisen-
man installs a “fake” fireplace. By 
doing so he leaves the final deci-
sion on how they want to live to the 
clients. They can (more or less) ea-
sily reappropriate the space to their 
own understanding of domesticity. 
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◄ FIGURE 5.6 Unpublished drawings by 
Peter Eisenman for communication with 
the clients of ‘House I’. The first drawing 
clearly shows a person in front of a fire-
place. In the second there is a comment 
by the clients for Eisenman saying: “Peter 
get the staircase out of the fireplace”. 
(Lavin, 2021)

But this now becomes a consci-
ous act and is not a continuation 
of learned social conventions. Even 
though Eisenman is known for his 
strict formalism, the disruption of 
traditional domestic programs and 
imagery in House I and VI operates 
radically on the social level. These 
examples show that architecture 
can ask how we want to live. Furt-
hermore, it demands for an answer. 
But can this answer be innovative 
or is the answer likely to perpetuate 
what is already known?
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A CONFLICTIVE 
EVERYDAY

◄ FIGURE 6.1 In 1986 artist Tyree Guyton started transforming Heidelberg Street in 
Detroit’s deteriorated East Side into a vast installation. To do so he used and still uses 
not only paint and all sorts of found objects but also entire houses and even trees that 
grow next to the street.  (Heidelberg Project 2021) The 'Heidelberg project' is an exam-
ple of how a community can emerge from collective engagement with the immediate 
surrounding. Therefore, it is not necessary to create something new, but to transform 
and recontextualize existing structures in an ongoing process.

In his research project Grindr Ar-
chiurbanism Andrés Jaque inves-
tigates the impact of the dating 
app Grindr as a form of selective 
publicness. The LGBTQ scene ori-
ginally relied on physical spaces 
of representation: bars, clubs, crui-
sing spots. (Jaque, 2017, p.78) These 
spaces have been accessible or at 
least visible to an unfiltered public, 
making “social convergence” and 
thus the challenging of normati-
ve society possible. With the up-
coming of dating apps like Grindr 
these spaces of physical presence 
in public are more and more ab-
andoned. By now people can get 
in touch online and this from their 
office, home, college, the bus, basi-

cally from everywhere. (Jaque, 2017, 
p.78) Physical encounters now take 
place in private apartments or re-
main mere potentialities facilita-
ted by the proximity-based filter 
algorithm of the app. Only about 5 
percent of the chats on Grindr end 
up in “offline encounters”. (Jaque, 
2017, p.76) Although acceptance of 
LGBTQ scene is increasingly accep-
ted in Western countries, its pro-
duction is more and more concea-
led and takes place on the selective 
layer of online applications. Jaque 
remarks:

Due to the growing normaliza-
tion of LGBTQ lifestyles in Wes-
tern countries, historical sites of 
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▲ FIGURE 6.2 'The Black Cap' in Camden 
Town, London. The Pub with its long histo-
ry became a refuge for LGBTQ+ people in 
the 1960s. With its unique façade it gave 
the LGBTQ+ community a face on well fre-
quented Camden High St until the owner 
shuttered the bar in 2015. In the meanti-
me, it has been squatted and there is a 
campaign for reopening the space, but 
there are also plans to redevelop the site 
and add luxury flats. (WeAreTheBlackCap, 
2019; Carrier, 2021)

queer empowerment have lost 
their role of accommodating 
the marginal and have become 
spaces of aspirational real-esta-
te investment. If the queer mo-
vement historically challenged 
heterosexual couples as the re-
spectable form of sexual alloca-
tion and claimed nightlife and 
trash as spaces for social justice, 
then the one-to-one relation-
ship that Grindr’s interface prio-
ritizes, and the progressive re-
placement of gritty venues with 
bright apartments in former 
gayborhoods, marks an evolu-
tion in which gayness is less a 
victim and more an actor in the 
making of normative culture. 
(Jaque, 2017, p.79)

Even though Grindr makes gay-
ness seemingly more “normal”, it at 
the same time makes it less visible. 

This withdrawal from the public 
sphere and abandoning of spaces 
of appearance might be problema-
tic if we think of “politics before all 
else, [as] an intervention in the vi-
sible and the sayable” as Jacques 
Rancière sees them. (Rancière 
2009, p.13) To abandon spaces vi-
sible in public in exchange for the 
anonymity of luxury apartment 
towers (Jaque, 2017, p.79), equals a 
withdrawal from the political dis-
course if understood in terms of 
Hannah Arendt as a discourse ba-
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sed on the “publicness of action” 
(Martin; Schmidt, 2019, p.3):

“Arendt’s conception of politics is 
what we might call a performa-
tive politics, based on ‘action’. 
Rather than restricting poli-
tics to the operations of coerci-
on and brute force, or a politics 
oriented toward certain ends, 
Arendt was interested in ‘spaces 
of appearance’, which ‘come 
into being whenever [people] 
are together in the manner of 
speech and action, and there-
fore predates and precedes all 
formal constitution of the public 
realm and the various forms of 
government’ (Arendt [1958] 1998, 
p.199).”  (Martin; Schmidt, 2019, 
p.2)

This problem arising from an in-
creasing fragmentation of public-
ness and the resulting narrowing 
of discourses, both caused by the 
filters of social media apps is also 

▲ FIGURE 6.3 The ‘Air Loom’ as drawn by 
James Matthew Tilly, circa 1810. Tilly has 
been convinced his thoughts were con-
trolled by a machine which he called ‘Air 
Loom’. He has put together a whole story 
around the machine including recent 
scientific developments of that time and 
intrigues by French revolutionaries. His 
delusion was so detailed, that he even 
made measured drawings of the mind 
control machine. Imagined mind control 
by now in times of Chemtrails and Tin Foil 
Hats has found its way into pop culture.  
But it has been only as late as 1919 that 
the phenomenon became subject to a 
medical study in Victor Tausk’s book ‚On 
the Origin of the „Influencing Machine“ 
in Schizophrenia‘, almost 200 years after 
Tilly’s case. (Dickinson, 2005)

◄ FIGURE 6.4 Protest against regulations 
regarding the spread of Covid-19 in front 
of the Brandenburger Tor, Berlin, 2020. 
The sign says: “The ‘medicine’ is worse 
than the disease. PS: I’m not a conspiracy 
theorist!” Is the increasing popularity of 
conspiracy theories a result of our inabili-
ty to address them as mere delusions, as 
they are no more the belief of an indivi-
dual but shared by a group? And could 
a conflictive everyday help to form an 
antipole to the formation of such ‘inter-
net’-cultures?
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◄ FIGURE 6.5 (p.76-77) Lauren Halsey, ‘Kingdom Splurge’, 2014. The work reappropria-
tes objects and images the artist encounters in everyday life and shows her perspective 
on her neighborhood. The artwork is constantly altered and added to by the artist over 
the length of the exhibition preserving a state of unfinishedness. Halsey writes about 
‘Kingdom Splurge’: “Kingdom Splurge is an infinite project of endless becoming that 
entails liberation through Funk, fantasy architecture and the experimental develop-
ment of space: gardens, lawns, vacant lots, churches, liquor stores, parking lots. The 
Kingdom is interested in the collective well-being of the neighborhood in which it lives. 
The Kingdom constitutes a fantasyscape for people and creatures (ie. fish, butterflies, 
birds, etc.) to inhabit in complete freedom-- spatially and creatively, alongside repre-
sentations of moments in nature, crystals, l.e.d.s, lasers, holograms and nomadic sculp-
tures. Kingdom Splurge is a space of hypothesis for proposing new beginnings that 
are articulated through sculptures and environments built with what already exists in 
neighborhoods. The goal is community building—to revalue ephemera and existing 
forms (architecture, local businesses, gang tags, signage, etc.) as a method of restyling 
space. Previous iterations of Kingdom Splurge privileged visual artmaking and building 
over subtle composite forms that the environmental experience also produces: audio, 
poetry, short stories, Funkifestos, archives, inspirational notes, photos, videos.” (Studio 
Museum, 2015)

► FIGURE 6.6 Lauren Halsey, ‘The Crens-
haw District Hieroglyph Project Prototype 
Architecture’, 2018 Halsey inscribed sig-
nifiers of her community, tags, storefront 
signage, family portraits, into gypsum 
panels which are part of a prototype of a 
public artwork on Crenshaw Boulevard 
in South Central LA. (Hammer Museum, 
2018) The project was featured in the 
‘Close to the Edge: The Birth of Hip-Hop 
Architecture’ exhibition at AIA New York’s 
Center for Architecture in 2018. The exhi-
bition has been curated by Sekou Cooke 
who started a debate on what he calls 
Hip-Hop architecture by hosting the sym-
posium “Towards a Hip-Hop Architecture” 
at Syracuse University in 2015. The exhi-
bition included works by 21 academics, 
architects, and students. Its attempt was 
to showcase how different groups of our 
society that are still underrepresented in 
the discipline of architecture experience 
their built environment and how they en-
gage with it through techniques rooted in 
Hip-Hop culture. (Ciampaglia, 2018)
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subject to James Bridle’s observati-
ons on the recent popularity of con-
spiracy theories. Conspiracy theo-
ries are for Bridle a tool to make 
sense of an increasingly complex 
world by help of relatively simple 
stories. (Bridle, 2018, p.187) To proof 
that this strategy is not utterly new 
he gives the example of James Tilly 
Matthew. Matthew was convinced 
his mind and body were controlled 
by a machine he called ‘air loom’. 
His story “passed into literature as 
[it] provide[s] the first example of 
paranoid delusions tracking the 
scientific discoveries of the day”, as 
Bridle writes. (Bridle, 2018, p.208) 
At the time of Matthew’s delusion 

scientific explorations reached in 
the political sphere. Scientists like 
Joseph Priestly encouraged by 
their discoveries and the currency 
of the French revolution saw “sci-
ence and reason” as possibilities to 
“dispel tyrannical error and super-
stition”. (Bridle, 2018, p.209) 

In 1976, the year of Matthew’s arrest, 
it was easy to identify him as being 
in error, as his belief in a machine 
like the ‘air loom’ was not shared 
by his peers. Bridle argues that this 
has changed. Through use of inter-
net platforms, it has become easy 
to find people who are of the same 
opinion, who share one’s own be-
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▲ FIGURE 6.7 Toomas Toomepuu, ‘Dreamer and Dream’, 2021. The designer assembles 
found objects and combines them with digitally fabricated parts. His objects do not 
serve a single predefined purpose, their use is rather open for negotiation. Moreover 
they are inconsistent in style, as they mix aesthetics of the various found objects in ad-
dition to the fabricated parts. Both, aesthetics, and functionality, are thus indetermin-
ate and leave space for individual appropriation by the user. Toomepuu describes his 
work as “reflect[ing] on the cultural conflicts by embodying opposites like absurdity 
and functionality, scarcity and overabundance, luxury and poverty, digital and analog.” 
(Toomepuu, 2021)

liefs. This challenges the definition 
and thereby identification of a de-
lusion.

According to the textbook defi-
nition – in this case of the Dia-
gnostic and Statistical Manual 
of Mental Disorders, published 
by the American Psychiatric 

Association and widely used 
by clinicians, researchers, and 
the legal system – a belief is not 
a delusion when it is held by a 
person’s ‘culture or subculture’. 
(Bridle, 2018, p.208)

Following this definition, you only 
must find enough people to share 



99

your beliefs, to not be mentally ill, 
but to be part of a culture or at 
least subculture. The internet ma-
kes it quite easy to find these peo-
ple as they do not have to live in 
your immediate proximity. And the 
search is even simplified by the al-
gorithms of search engines and so-
cial media platforms, which are not 
interested in showing you a wide 
range of views but the one you are 
interested in the most.

The physical spaces we inhabit 
could play an important role by for-
ming an antipole to this fragmen-
tation into individual discourses, 
which find self-affirmation online. 
Jean Hillier proposes an urban 
planning strategy, that aims for 
spaces that exactly do not try to be 
spaces of consensus. She suggests 
to rather focus on a competition of 
beliefs and interests, to shape the 
space in an ongoing process. (Hil-
lier, 2003, p. 41-42) Saul Newman 
writes about these spaces as spaces 
of becoming. He uses this term to 
describe “political spaces which 
are indeterminate, contingent and 
heterogeneous […]”. (Newman, 2011, 
p.355) An example Newman gives 
for such a space is the protest camp 
on Tahrir square in Egypt during 
the Arab spring 2011. Protesters oc-
cupied a central square in Egypt’s 
capital Cairo. With an ongoing oc-
cupation the protestors built up 
their own infrastructure compri-

▲ FIGURE 6.8 Apartment doors at the 
'Eastern City Gate' in Belgrade, Serbia. 
Inhabitants started to adapt and partly 
claim the corridors of the sterile brutalist 
high-rises. (photos 2019)
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▲ FIGURE 6.10 Site plan of ‘Quinta Monroy’ before building the ‘incremental houses’, af-
ter their construction in 2005 and after extension by their inhabitants (2017). Although 
the backyards by now are almost all developed, collective spaces in front of the houses 
have remained mostly unbuilt.

◄ FIGURE 6.9 Elemental’s ‘Quinta Mon-
roy’ social housing development in Chile 
(2005). The architects’ approach for re-
development of an informal dwelling in 
Iquique, Chile, was to provide half houses 
to the residents. This was on the one hand 
a way to react on low budgeting by the 
contractor and on the other to embrace 
engagement by the inhabitants by all-
owing them to build individual extensions. 
Both worked out and by 2020 92 of the 93 
houses have been extended and resi-
dents are proud of their efforts. One could 
even say it worked out too well as people 
started to extend their houses beyond the 
planned plot size. The density of ‘Quinta 
Monroy’ is by today almost as high as 
before the intervention by the architects 
and the settlement again drifts into infor-
mality by the uncontrolled expansion of 
the houses into public and even private 
spaces. And what about future generati-
ons, will there be any space left for enga-
gement? (Carrasco; O’Brien (2021))
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► FIGURE 6.12 Recycling station and 
street clinic on Tahrir Square during the 
protests in 2011. Egypt at that time had 
neither a formal recycling system nor 
did the state provide a free medical care 
system to its citizens. Although very basic 
and existing only temporarily both infras-
tructures can be seen as an improvement 
of the normal status quo in Egypt. (BBC, 
2011)

◄ FIGURE 6.11 Tahrir Square in Egypt during the Arab Spring in 2011 and Protest camp 
in Zucotti Park in New York, during the Occupy Wallstreet protests also 2011. Both are 
examples for what Saul Newman calls “prefigurative practices”. He further writes ab-
out these: “We might think here of directly democratic forms of decision-making em-
ployed by activists, or cooperative practices employed by self-organized communities, 
or even the organization of protests and mass convergences, in which the carnival like 
atmosphere and the reclaiming of physical spaces is just as important as the voicing 
of demands and grievances.” (Newman, 2011, p.360) In both cases, the Tahrir Square 
and Zucotti Park, city like structures emerge without the need for a preceding plan-
ning process. Even highly specialized infrastructures like clinics and pharmacies and a 
recycling system are established by the protestors in Egypt. (BBC, 2011) However, these 
camps only exist in direct opposition to the state and thus only in a state of emergency. 
Along with these exceptional circumstances often goes an existential threat through 
poor basic services, extreme poverty, and violence. This is the same for other ‘prefigu-
rative’ practices like informal settlements, i.e. the Brazilian Favellas. Newman does not 
further discuss if and how these structures can exist outside this state of emergency. 
Nevertheless, looking at these examples shows that people are capable of planning 
for themselves and that this planning does not necessarily have to be based on a 
predefined goal but can emerge from an ongoing process of identifying and meeting 
immediate needs. Instead of being finished and defined by a plan these spaces are 
what Newman and Hillier call “spaces of becoming”, spaces which incorporate conflict 
and renegotiation, rather than aiming for an irrevocable consensus. (Hillier, 2003, p.51; 
Newman, 2011, p.355)
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▲ FIGURE 6.13 René-André Coulon, Phi-
lippe Douillet et Jean-Benjamin Maneval, 
‘Ville nouvelle de Mourenx’, 1956-1966. The 
modernist housing development was 
sharply criticized by French philosopher 
Henri Lefebvre, who saw in the over-func-
tionalization of the space a negation of 
any possibility for collective appropriation 
by its users. The housing thus becomes a 
tool of oppression rather than freeing up 
potential for social innovation. (Wilson, 
2011, p.997)

sing a campsite, toilets, water sup-
ply but even more special facilities 
like a small clinic, a pharmacy, and 
a kindergarten. (BBC, 2011) They 
managed to establish a city within 
the city, a temporary “utopian rup-
ture” within the existing system. 
(Newman, 2011, p.360) 

While Newman is focused more 
on the utopian character of these 
spaces, as “realize[d] alternatives 
to capitalism and statism within 
the current order”, (Newman, 2011, 
p.360) Hillier is concerned with the 
question of how these spaces take 
shape in a democratic process that 
is not necessarily based on a final 
consensus but rather on an ongo-

ing negotiation of needs. In her ar-
ticle Agon’izing over consensus she 
takes up the confession by Haber-
mas that consensus based on rea-
son requires “unavoidable idealiza-
tion[s]” and thus is “idealized” itself. 
Nevertheless, this ideal consensus 
can provide “a critical standard 
against which actual practices may 
be evaluated.” (Hillier, 2003, p.40)

Habermas thus recognizes a 
tension between ideal and rea-
lity. I suggest such tensions in 
planning practice to potential-
ly include, an ideal of all stake-
holders participating in a com-
municative action process and 
a reality of some people being 
unwilling to take part; an ideal 
of all actors having an oppor-
tunity to speak and a reality of 
some being unwilling to listen; 
and an ideal of collaboration 
and reciprocity and a reality of 
actors habituated to adversarial 
practices. (Hillier, 2003, p.40)

To nevertheless achieve some sort 
of consensus Hillier remarks that 
some values – “different groups’ 
conceptions of the ‘good’” - must 
be repressed or excluded. This ‘out-
side’ then leaves the decision made 
“open to challenge”. (Hillier, 2003, 
p.41) That this is not a bad thing 
but essential to a planning process 
in a liberal democratic system that 
fosters a pluralism of values (Hillier, 
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▲ FIGURE 6.14 Still from an advertise-
ment clip for the reconstruction of the 
'DomRömer' quarter in Frankfurt, Germa-
ny (2017). Based on an idealized historic 
image an entire quarter is reconstructed. 
In the advertisement clip the grey-haired 
architect and CEO of the ‘DomRömer 
GmbH’ shows to two considerably youn-
ger women a highly detailed digital mo-
del of the reconstruction. For the project it 
is assumed that historic values of pre-war 
Germany can be easily transferred to cur-
rent times, without a process of renegotia-
tion or critical adaption. Furthermore, the 
detailed and scientificated reconstruction 
also impedes future processes of approp-
riation, as it claims completeness. Howe-
ver, the glorification of a historic image 
does not care about production process 
that constituted it. The entire quarter has 
been built up in only 8 years by a single 
real estate developer and with help of la-
test construction techniques. (Crone, 2017)

◄ FIGURE 6.15 A model of ‘New Babylon 
– Large Yellow Sector’ by Constant Nieu-
wenhuys (1967). The design is based on 
the utopian idea that human labour will 
become obsolete due to full automation 
of production processes. The residents of 
‘New Babylon’ would than devote their 
time to endlessly changing the appearan-
ce of their surroundings. Traditional forms 
of art will be absorbed into the creativi-
ty of everyday life. (Kunstmuseum Den 
Haag, 2021)

2003, p.41) instead of searching for 
a unifying discourse is the point of 
Hillier’s planning theory. But what 
is the role of architecture in this 
process of ‘agon’izing'2? 

Architecture could on the one side 
try to manifest a certain consensus, 
although incomplete. The danger 
of doing so is in creating somet-
hing which is hard to adapt to new 
uses or new ideas in the case new 
interests pop up in the negotiati-
on process. In some cases, the ne-
gotiation process might even be 
completely repressed by the dis-
tinct concept behind a design. An 
example for this could be found in 
recent reconstructions of historic 
city centers in Germany. These pro-
jects even assume a consensus ba-
sed on historic conditions and the 
elaborate reconstruction is large-
ly self-contained, giving only little 
room for further adaption. On the 
contrary one could aim for maxi-

2 spelling adopted from Hillier, 2003; Agon is "a personification of solemn contest" in 
greek mythology. (Schmitz, 1867, p.74)
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▲ FIGURE 6.16 The 'skyscraper theo-
rem' published in Life magazine, 1909. 
The skyscraper is basically a stacking of 
land, which than can be occupied with 
almost any programs one can imagine. 
As a mere container it does not necessa-
ry be a breeding ground for innovative 
uses. At first hand it is the multiplication 
of ground to maximize profits. On the 
other hand, the architect does no longer 
influence what happens on each floor; the 
skyscraper means programmatic instabi-
lity. (Koolhaas, 1978, p.81)

► FIGURE 6.17 Starrett & van Vleck with 
Duncan Hunter, ‘Downtown Athletic Club’, 
1931. The true potential for transgression 
lies in combining, in a ‘heterotopian’ way, 
a multiplicity of sometimes even con-
tradicting programs under a single roof. 
Koolhaas sees this as a driving force for 
the emergence of New York’s progressive 
metropolitan culture. (Koolhaas, 1978, 
p.161) But although sheltered by a single 
roof the different programs are strictly 
organized and only seldomly start mixing. 
Even they might be contradicting, their 
spatial separation prevents direct con-
frontation.

mum freedom, leaving the process 
of decision-making completely on 
the side of the users of the archi-
tecture. An extreme example for 
this would be archigrams ‘Non-
Stop-City’, or the skyscraper as 
theorized in Koolhaas’s ‘Delirious 
New York’. In both cases the archi-
tecture is reduced to a mere shell 
that can shelter potentially any ac-
tivity. But these activities are likely 
to be quite conventional, at least 
as long the occupants don’t start a 
process of negotiation of their own 
accord. Koolhaas at least realizes 
a certain potential of the skyscra-
per. The stacking of ground allows 
for a combination of different and 
even contradicting programs un-
der a single roof. This confrontation 
of programs gives the skyscrapers 
the ability to shelter New York’s 
constantly changing society and 
for Koolhaas is even the catalyst for 
social innovations. (Koolhaas, 1978) 
But could the potential for conflict, 
in the way that the purpose of a 
space is continuously open for ne-
gotiation, even be increased?

One architect putting up this ques-
tion on an aesthetic level is Mark 
Foster-Gage.  Projects like the 'West 
57th street residential tower' or the 
proposal for the 'Helsinki Guggen-
heim Museum' are highly satura-
ted with imagery. Objects are ta-
ken one-to-one and assembled to 
form parts of a building. They blend 



107



108



109

◄ FIGURE 6.18 Mark Foster-Gage Archi-
tects, ‘W 57th Street Residential Tower’, 
2015. “The last 20 years of writing about 
architecture have been about its intellec-
tualization and we were trying to find a 
way to write about things that are pink 
and fluffy, but not necessarily gimmi-
cky. How do we even talk about this new 
language of techniques, materials, and 
affects we’re producing? Can we even talk 
about it, or do we just show a picture and 
that’s the end of it? – Mark Foster Gage 
about the ‘Log 17’ issue he edited together 
with Florencia Pita in 2009 (Foster-Gage, 
2012) The rich aesthetics might allow for a 
wide range of different conceptions, but 
can we create this moment of sensation 
also on the level of actions happening in 
a space?

into each other, making them not 
always recognizable at first sight 
although they are not distorted. 
The high density of images and 
their recontextualization as parts 
of a building, might trigger some 
curiosity and allow for one’s own 
imagination. And this beyond intel-
lectual restrictions as the architect 
claims:

Affect and sensation isn’t a dis-
course that’s like walking into 
a room and seeing a bunch of 
laser-lights and fog and saying, 
“It’s an atmosphere! Wooooo! 
Let’s dance! Awesome!” Rather, 
it’s having the strategic ambi-
tion for what you want to pro-
duce with your architecture and 
realizing that what you produce 
actually has an impact on vie-
wers. And the nice thing about 
sensation, in terms of sensation 
as a form of impact, is that it 
doesn’t require any preloaded 
intelligence, which makes it de-
mocratic. If my mom can walk 
into [Frank Gehry’s] Bilbao and 
be utterly blown away and in-
spired, that’s far more interes-
ting to me than my mom wal-
king into a Ken Yeang building 
with the knowledge that it’s the 
greenest building on the planet, 
had LEED diamond certificati-
on, and reuses all its toilet water 
as drinking water. That requires 
a prepackaged idea about why 
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◄ FIGURE 6.19 (p.92-93) Andrés Jaque/Office for Political Innovation, ‘Rolling House 
for a Rolling Society’, 2009: For his Rolling House Prototype, Jaque fills up a plain and 
undivided interior with a variety of objects. There is furniture such as chairs and a table 
loosely scattered over one half of the space. Also sanitary equipment is not separated, 
but is free-standing and placed close to the center of the room. In addition, there is a 
bathtub put on top of a rack with wheels. Its drainage is connected to plastic tubes 
leading to planters containing plants of different sizes.  The only possibility to subdivi-
de the space is by use of the blinds bordering the part of the room filled with furniture 
and other objects. The wall of the furnished part of the room and on the opposite of the 
blinds are wardrobe like doors leading to the “bedrooms”, basically matrasses cano-
pied by marquees.  
Architecture here is not created through a spatial separation of programs but their 
juxtaposition using “architectural devices”. These devices could be interpreted as cata-
lysts for the performance of different domestic tasks. For this Jaque does not only use 
explicitly designed objects but familiar objects of popular culture like the white plastic 
chair probably every person in the world has seen more than once in their life. Another 
example is the bathtub, virtually an archetype of a bathtub with its lion-feet-like toot-
sies. This bathtub also points out the performative character of the project. The person 
willing to take a bath must first climb up the rack to reach the tub. Because of his 
elevated position, he then like an actor on stage (or a priest in his pulpit) attracts atten-
tion. The same happens with the toilet. By its central position in the room the person 
using it becomes subject to extreme exposure. In the Rolling House the most intimate 
activities become the most public ones. This play with domesticity and publicity, also 
subject to Paul Preciado’s investigations on the Playboy mansion, comes to mind when 
looking at the blinders and marquees. In no time something can be hidden and in the 
very next moment become visible again.
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room can be separated by use of 
blinds, i.e. the bathroom and beds. 
(see figure 6.19) This project might 
probably be what comes closest to 
a conflictive every day.

But is it enough to juxtapose mul-
tiple programs in a single room to 
facilitate an ongoing conflict on 
the architecture’s purpose? Is the 
use of furniture-like devices the 
only way to do so or are there more 
architectural answers? 

the building is good. (Foster-Ga-
ge, 2012)

Although the exaggerated aesthe-
tics might trigger heavy discussi-
ons about what one is facing when 
looking at the pile of teddy bears, 
minions, wings, horses etc. that 
constitute the 'Helsinki Guggen-
heim', questions of program and 
activity remain widely untouched.

In their project ‘Run Run Run’ 
the Office for Political Innovation 
works not unequal to Mark Foster 
Gage in that sense that it aims for 
that effect of sensation that does 
not necessary root in a preexisting 
knowledge but arises from the ex-
perience of the architecture. But 
different to Mark Foster-Gage this 
happens more on the level of acti-
vity. Which for the Guggenheim is 
the excessive use of imagery in a 
nonhierarchical way is for ‘Run Run 
Run’ a high density of programs 
which are all at the same time 
present in the same space. One 
can shower, eat, cook, meet, and 
change dresses. All activities are 
equally present. An exaggeration 
of this nonhierarchical coexistence 
of programs happens in the project 
'Rolling House for a Rolling Society'. 
The program of the room is to a big 
part open for negotiation, as most 
of the activities are tied to furnitu-
re like devices, which can be free-
ly moved in the space. If this is not 
the case the particular parts of the 
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com/static/media/uploads/blog/.thumbnails/the-worlds-central-banks-
may-have-just-started-a-strike.jpg/the-worlds-central-banks-may-have-
just-started-a-strike-1032x774.jpg
FIGURE 1.2 (p.24): ‘Dynamiting of  Pruitt-Igoe’ source: https://images.
adsttc.com/media/images/590c/bdb1/e58e/ce1f/9800/008f/large_jpg/
CO_Wikimedia_user_Cadastral_-_PD_2.jpg?1494007206
FIGURE 1.3 (p.25): ‘Charles Jencks – The Language of Postmodern Ar-
chitecture (Book Cover)’ source: https://images-na.ssl-images-amazon.
com/images/I/81bRUx-wA6L.jpg
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FIGURE 1.4 (p.26): ‘Development of Population of St.Louis from 1900-
2000’ source:  https://www.newgeography.com/content/002013-shrin-
king-city-flourishing-region-st-louis-region
FIGURE 1.5 (p.27): ‘Suburban settlements’ source (top): https://imgur.
com/OEXXHTK source (bottom): https://static.guim.co.uk/sys-images/Gu-
ardian/Pix/pictures/2015/4/22/1429703801547/dc5aaa71-d6c1-49a2-8d97-
b750aead2f37-2060x1236.jpeg
FIGURE 1.6 (p.28): ‘Advertisement for Heating Equipment’ source: 
https://advertisingrow.com/wp-content/uploads/2018/06/Vinta-
ge-Ads-Happy-homeowners...Lennox-Heating-System-Ad-ca.-1950s.jpg
FIGURE 1.7 (p.30): ‘Pruitt-Igoe Exterior and Interior’ source (top-left): 
https://i.pinimg.com/originals/5b/64/f1/5b64f104f961ab62fa686e-
471b497e1a.jpg source (bottom-left): http://outlaw-urbanist.com/wp-con-
tent/uploads/2017/01/Pruitt-Igoe-inside-768x461.jpeg 
FIGURE 1.8 (p.31): ‘Guild House Exterior and Interior’ source (top-right): 
https://fr.wikiarquitectura.com/wp-content/uploads/2017/01/Guild_
House_7.jpg source (bottom-right): https://docplayer.com.br/docs-ima-
ges/92/108422146/images/50-1.jpg
FIGURE 1.9 (p.32): ‘Apartment ‘Unité d‘Habitation’ ‘ source: https://i.pi-
nimg.com/736x/14/78/48/14784803c269f77f3b89d1600dd96d19.jpg
FIGURE 1.10 (p.33): ‘The Dolphin Hotel at Walt Disney Resort, Orlando’ 
source: https://live.staticflickr.com/4150/5029044710_47e73b8b26_b.jpg
FIGURE 1.11 (p.33): ‘Drawing from Tschumi’s Manhattan Transcripts’ 
source: https://i.pinimg.com/736x/14/de/c3/14dec3e36911d65b05ca239c-
378f7a8a.jpg
FIGURE 1.12 (p.34): ‘MTV Studios by Morphosis’ source: https://www.mor-
phosis.com/architecture/56/
FIGURE 1.13 (p.35): ‘Staircase for Scarface by Bernard Tschumi’ source: 
https://www.instagram.com/p/B8kV8Y6JQpw/?hl=de
FIGURE 1.14 (p.36): ‘Swimming Pool at Zeche Zollverein’ source: https://
zollverein-cm.imgix.net/2018/01/20150704-zollverein-A-WSB-FN-Jochen-
Tack_053_lr.jpg?auto=compress%2Cformat&ixlib=php-1.2.1&w=1920&h=1
080&fit=crop&crop=middle 

Architecture and Meaning

FIGURE 2.1 (p.38): ‘Parc de la Villette, OMA’ source: https://i.pinimg.
com/564x/37/1d/02/371d02dbe3e67d564a019e544f942cb9.jpg
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FIGURE 2.2 (p.40): ‘Kindergarten Wolfartsweier’ source: https://imgur.
com/EWlkMbh
FIGURE 2.3 (p.40: ‘Fargo-Moorhead Cultural Center by Michael Graves’ 
source: https://64.media.tumblr.com/tumblr_ljaetc79B11qb8342o1_1280.
jpg
FIGURE 2.4 (p.41): ‘Coop Himmelb(l)au’s Open House’ source: http://
www.coop-himmelblau.at/architecture/projects/open-house/
FIGURE 2.5 (p.42): ‘Folly Pavilion by Sean Canty’ source: http://www.se-
ancanty.net/projects/folly-house
FIGURE 2.6 (p.43): ‘Hare-House, Tom Wiscombe Architects’ source: 
https://tomwiscombe.com/HARE-HOUSE
FIGURE 2.7 (p.43): ‘Apartment Units at Narkomfin building by Moi-
sei Ginzburg and Ignatii Milinis’ source: https://thecharnelhouse.
org/2015/07/19/moisei-ginzburgs-constructivist-masterpiece-narkom-
fin-during-the-1930s/#jp-carousel-26396
FIGURE 2.8 (p.44): ‘Design for a Newspaper Kiosk by Alexandr Rodchen-
ko’ source: https://www.moma.org/interactives/exhibitions/1998/rod-
chenko/texts/new_cultural_jpg.html
FIGURE 2.9 (p.45): ‘Trubek-Wislocki Houses by Robert Venturi and De-
nise Scott-Brown’ source: https://habitatio.epitesz.bme.hu/wp-content/
uploads/2020/05/001-1-1612x1072.jpg
FIGURE 2.10 (p.46): ‘Carriere Centrale Housing Development in Casa-
blanca Morocco’ source (top): https://i.pinimg.com/originals/ca/cc/e1/cac-
ce17a745a0f2dcf7e51a6b20a144c.jpg source (bottom): https://i.pinimg.
com/originals/79/4d/36/794d36715ba90625f8fe9cd7e6639035.jpg
FIGURE 2.11 (p.48): ‘Robert A. M. Stern: Residence and Pool 
House’ source: https://64.media.tumblr.com/0f0caf9a6ede0b9ae-
63ba807a6502544/tumblr_nzutazCkb41qe0nlvo1_1280.jpg
FIGURE 2.12 (p.48): ‘Oswald Mathias Ungers, ‘Ceci n’est pas une co-
lonne’ ’ source: https://www.domusweb.it/content/dam/domusweb/it/
dall-archivio/2012/08/25/biennale-di-venezia-1980-la-strada-novissima/
big_389821_5775_5287.jpg.foto.rmedium.jpg
FIGURE 2.13 (p.49): ‘Folie at Parc de la Vilette’ source: https://files.struc-
turae.net/files/photos/5256/2018-05-28/dsc09127.jpg
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Peephole Architecture

FIGURE 3.1 (p.50): ‘Photograph by Julius Shulman of Case Study House 
Nr. 22 (“Stahlhouse”) by Pierre König’ source: http://wizardvarnish.com/
wv/wp-content/uploads/2014/05/js05.jpg
FIGURE 3.2 (p.52): ‘ ‘D70’ flip-flop sofa by Osvaldo Borsani’ source: https://
www.moebelagentur-alge.at/fileadmin/user_upload/Scans_aus_Litera-
tur/Domus_1955-1959/Osvaldo_Borsani___Tecno__D_70__P_26_und_27_.
jpg
FIGURE 3.3 (pp.54+55): ‘Drawing of a design by R. Donald Jaye for an 
article in Playboy magazine, entitled ‘The Playboy Town House: Posh 
Plans for Exciting Urban Living’ ‘ source: http://www.midcenturia.
com/2011/06/1962-playboy-townhouse.html
FIGURE 3.4 (p.57): ‘Jean Nouvel, Saint-Ouen Experimental Housing 
Scheme, Glass Kitchen’ source: https://64.media.tumblr.com/c6bb0b4df
b44ffe66ec659874f04246d/tumblr_ob7b6ySWfE1qe0nlvo1_500.jpg
FIGURE 3.5 (p.58): ‘Chicago Playboy Mansion’ source: https://s3.amazo-
naws.com/vamonde.media/adventures%2F1%2FPost_1_2019-01-07T19%3
A47%3A29.027Z.jpg
FIGURE 3.6  (p.59): ‘Typical 50s living room situation and Hefner with 
Bunnies at Playboy Mansion’ source (top): https://pbs.twimg.com/media/
CjUfuPYUoAAro6A.jpg source (bottom): https://a.1stdibscdn.com/archi-
vesE/upload/a_7463/1507926106058/8x12_Hefner_Bunnies_master.jpg
FIGURE 3.7 (p.60): ‘Page from Playboy article ‘Playboy’s house party’ ‘ 
source: https://pipeandpjspictorials.files.wordpress.com/2020/07/pic-
195905-playboys-house-party-9.jpg?w=580
FIGURE 3.8 (p.61): ‘Shower at ‘Run Run Run’ Café in Madrid by Andrés 
Jaque/Office for Political Innovation’ source: https://aninteriormag.com/
offpolinns-latest-eatery-is-always-on-the-go/
FIGURE 3.9 (p.62): ‘Dutch embassy in Berlin by OMA’ source: https://files.
structurae.net/files/photos/5256/2020-06-13/dsc08166.jpeg
FIGURE 3.10 (p.63): ‘Still from Louise Lemoine’s and Ila Bêka’s film ‘Kool-
haas Houselife’ ‘ source: https://docplayer.es/docs-images/98/135897896/
images/11-0.jpg
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Creation Through Disruption

FIGURE 4.1 (p.64): ‘‘Conical Intersect ‘ Gordon Matta-Clark’ source: 
https://i.pinimg.com/originals/d7/e1/6a/d7e16a02d190cc02fa465eae-
9b5021ef.jpg
FIGURE 4.2 (p.66): ‘‘Chain Fork’ by Katerina Kamprani’ source: https://
www.theuncomfortable.com/#chain-fork 
FIGURE 4.3 (pp.66+67): '‘David Barr Villa’ Booth/Hansen & Associates’ 
source (left): https://64.media.tumblr.com/73ff20afbe8574f20ae549798c-
f9aa23/tumblr_prrfa0kD211qe0nlvo1_500.jpg source (right): https://i.
pinimg.com/564x/72/cb/80/72cb80e2e364cf81172014c575c410e9.jpg
FIGURE 4.4 (p.68): ‘Stage design by Heinrich Kilger for Bertolt Brecht’s 
play ‘Mutter Courage und ihre Kinder’’ source: https://sammlung-online.
stadtmuseum.de/Details/Index/171315
FIGURE 4.5 (p.69): ‘’Bottle Rack‘ Marcel Duchamp’ source: https://qph.
fs.quoracdn.net/main-qimg-81877b890323b594a2cc897e67e66cbc
FIGURE 4.6 (p.70): ’Transformation of the ‘Bankside Power Station’ into 
the new home of ‘Tate Gallery of Modern Art’ by Herzog & de Meuron’ 
source (top): https://imgur.com/mQT2ox7 source (bottom): https://img.
estadao.com.br/resources/jpg/0/7/1553609328170.jpg
FIGURE 4.7 (pp.72+73): ‘’Morning Cleaning’ by  Jeff Wall’ source: https://
img.nowness.com/nowness-frontend/draft-cb45419c-4eb2-4cce-b71d-
bea76e1b08b2.jpg
FIGURE 4.8 (p.74): ‘‘Imponderabilia’ performance by Marina Abramovic 
and Ulay’ source: https://i.vimeocdn.com/video/645468050_1280x720.jpg
FIGURE 4.9 (p.75): ‘‘Instruments of Manner’ by  Xefirotarch/Hernan Diaz 
Alonso’ source: https://images.adsttc.com/media/images/541c/503d/
c07a/8048/0600/006b/large_jpg/ALESSI_silverware_2.jpg?1411141678
FIGURE 4.10 (p.76): ‘‘The Uncomfortable Tea Set’ and ‘The Uncomfort-
able Toothbrush’ by Katerina Kamprani’ source: https://www.theuncom-
fortable.com/#
FIGURE 4.11 (p.76): ‘Illustration 15 in the book ‘Splitting’ by Gordon 
Matta-Clark’ source: https://art.famsf.org/gordon-matta-clark/illustra-
tion-15-book-splitting-200192215
FIGURE 4.12 (p.77): ‘Photographs on board from the series ‘Splitting’ by 
Gordon Matta-Clark’ source: https://www.studium.iar.unicamp.br/39/08/
img/paula04.jpg
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FIGURE 4.13 (p.78): ‘Ames-Room’ source (top): https://de.wikipedia.org/
wiki/Datei:Ames_room.JPG source (bottom): https://www.spektrum.de/
lexikon/psychologie/amesscher-raum/768
FIGURE 4.14 (p.79): ‘‘Shalekhet (Fallen Leaves)’ by Menashe Kadishman’ 
source: https://dangiocomunicazione.files.wordpress.com/2014/01/506.
jpg

Misuse and Appropriation

FIGURE 5.1 (p.80): ‘Drawings for House VI by Peter Eisenman’ source: 
https://eisenmanarchitects.com/House-VI-1975
FIGURE 5.2 (p.82): ‘Kids jumping from one concrete block to another at 
the ‘Memorial to the Murdered Jews of Europe’ in Berlin’ source: https://
media1.faz.net/ppmedia/aktuell/1775457394/1.4716391/default-retina/in-
berlin-wird-das-holocaust.jpg
FIGURE 5.3 (p.83): ‘Plan and sections of the ‘Memorial to the Murdered 
Jews of Europe’, Eisenman Architects’ source: https://eisenmanarchi-
tects.com/Berlin-Memorial-to-the-Murdered-Jews-of-Europe-2005
FIGURE 5.4 (p.84): ‘Bedroom before and after renovation at ‘House VI’ by 
Peter Eisenman’ source (top): https://eisenmanarchitects.com/House-
VI-1975 source (bottom): https://i.pinimg.com/originals/38/92/c9/3892c915
0c9616c3d94f340dec162790.jpg
FIGURE 5.5 (p.85): ‘Axonometric Drawing of ‘House I’, Peter Eisenman’ 
source: https://eisenmanarchitects.com/House-I-1968
FIGURE 5.6 (p.88): ‘Unpublished drawings by Peter Eisenman for com-
munication with the clients of ‘House I’’ source: https://www.youtube.
com/watch?v=3X0aAWnX2F4

A conflictive everyday

FIGURE 6.1 (p.90): ‘House on Heidelberg Street in Detroit’ source: 
https://i.pinimg.com/564x/ac/e9/09/ace90936b11411025a2114b34503b9f8.
jpg
FIGURE 6.2 (p.92): ‘The Black Cap in Camden Town, London’ source: 
https://www.closedpubs.co.uk/london/nw1_camden_blackcap.html
FIGURE 6.3 (p.93): ‘The ‘Air Loom’ as drawn by James Matthew Tilly’ 
source: https://www.theairloom.org/mindcontrol.php
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FIGURE 6.4 (p.93): ‘Protest against regulations regarding the spread of 
Covid-19 in front of the Brandenburger Tor, Berlin’ source: https://static.
dw.com/image/54426807_401.jpg
FIGURE 6.5 (pp.94+95): ‘‘Kingdom Splurge’ by Lauren Halsey’ source: 
https://blog.calarts.edu/wp-content/uploads/2018/03/Lauren-Halsey_01_
lo-res.jpg
FIGURE 6.6 (p.97): ‘‘The Crenshaw District Hieroglyph Project Proto-
type Architecture’ by Lauren Halsey’ source: https://miro.medium.com/
max/1200/1*-_du1Oi38bYdcmV6F_ZRiQ.png
FIGURE 6.7 (p.98): ‘‘Dreamer and Dream’ by Toomas Toomepuu’ source: 
https://www.toomastoomepuu.com/dreamer-and-dream1
FIGURE 6.8 (p.99): ‘Apartment doors in Belgrade’s eastern city gate 
complex’ source: Jonas Mertens
FIGURE 6.9 (p.100): ‘Elemental’s ‘Quinta Monroy’ social housing develop-
ment’ source (top): https://kienviet.net/wp-content/uploads/2017/02/
Arch2O-13-architects-for-2017-08.jpg source (bottom): https://www.ar-
chitectural-review.com/buildings/housing/revisit-quinta-monroy-by-ele-
mental
FIGURE 6.10 (p.101): ‘Site plan of ‘Quinta Monroy’’ source: https://www.ar-
chitectural-review.com/buildings/housing/revisit-quinta-monroy-by-ele-
mental
FIGURE 6.11 (p.102): ‘Tahrir Square in Egypt during the Arab Spring in 
2011 and Protest camp in Zucotti Park in New York, during the Occupy 
Wallstreet protests also 2011’ source (top): https://www.bbc.co.uk/news/
world-12434787 source (bottom): https://archive.nytimes.com/www.ny-
times.com/interactive/2011/10/05/nyregion/how-occupy-wall-street-tur-
ned-zuccotti-park-into-a-protest-camp.html?_r=0
FIGURE 6.12 (p.103): ‘Recycling station and street clinic on Tahrir Square 
during the protests in 2011’ source: https://www.bbc.co.uk/news/
world-12434787
FIGURE 6.13 (p.104): ‘René-André Coulon, Philippe Douillet et Jean-Ben-
jamin Maneval, ‘Ville nouvelle de Mourenx’’ source: https://i.pinimg.com/
originals/fb/cf/06/fbcf067aa40aeac0048e6197bc05d830.jpg
FIGURE 6.14 (p.105): ‘Still from an advertisement clip for the reconstruc-
tion of the ‘DomRömer’ quarter in Frankfurt am Main’ source: https://
www.youtube.com/watch?v=BjokCzv-v7o



130

FIGURE 6.15 (p.105): ‘Model of ‘New Babylon – Large Yellow Sector’ by 
Constant Nieuwenhuys’ source: https://www.artribune.com/wp-content/
uploads/2013/04/1212.jpg
FIGURE 6.16 (p.106): ‘The Skyscraper Theorem Published in Life Ma-
gazine, 1909’ source: http://docplayer.org/docs-images/73/69019995/
images/8-2.jpg
FIGURE 6.17 (p.107): ‘Starrett & van Vleck with Duncan Hunter ‘Down-
town Athletic Club’ and illustration by Madelon Vriesendorp’ source: 
https://miro.medium.com/max/700/1*i2gmjP6JPWrBPeZ2h-vxww.jpeg
FIGURE 6.18 (p.108): ‘Mark Foster-Gage Architects, ‘W 57th Street Resi-
dential Tower’’ source: https://www.mfga.com/khaleesi 
FIGURE 6.19 (pp.110+111): ‘Andrés Jaque/Office for Political Innova-
tion, ‘Rolling House for a Rolling Society’’ source: https://images.
adsttc.com/media/images/5b0c/0b7e/f197/cc77/4600/0061/slideshow/
THE_ROLLING_HOUSE-Andr%C3%A9s_Jaque-Foto_Miguel_de_
Guzm%C3%A1n-Prototipo-10.jpg?1527516008
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