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INTRODUCTION

 In th is book, we wi l l  show our 
process of  research and Part ic i -
patory Design  wi th k ids through 
Kitsch  and how i t  can help to 
make archi tecture more inc lus ive. 

 Beginning with readings about 
I rony  and Postmodern Archi tec-
ture,  I rony,  or,  the Sel f-Cr i t ica l 
Opaci ty of  Postmodern Archi tec-
ture ,  f rom Emmanuel  Pet i t ,  where 
he t r ies to f ind the re lat ion be-
tween Postmodern Archi tecture 
and I rony . 

 Subsequent ly,  Cont ingency,  I ro-
ny,  and Sol idar i ty,  by Richard 
Rorty,  more speci f ica l ly  the fourth 
chapter Pr ivate I rony and L ibera l 
Hope ,  where he points the char-
acter ist ics of  an I ron ist  (she) , 
f rom an I ron ist  point  of  v iew (h is 
own).  In the book, he compares 
her,  a lways t ry ing to expand her 
vocabulary by learn ing,  wi th the 
Metaphysic ian  (he) ,  consider ing 
h is vocabulary one and super ior. 

 Af termost The Language of 
Post-Modern Archi tecture ,  part 
three Postmodern Archi tecture , 
wr i t ten by Char les Jencks,  points 
to the main features of  PM Archi-
tecture  and i ts  contrast  to Modern 
Archi tecture ,  re inforc ing the main 
aspects:  p lura l  coding, complex i-

ty,  the return of  ornament,  and 
hybr id izat ion.

 Af ter  reading the texts,  we found 
interest ing connect ions between 
I ron ists and Postmodernists , 
among the s imi lar i t ies,  the usage 
of  d i fferent codes/vocabular ies to 
bui ld the i r  own f ina l  one. 

 We a lso d iscussed about FAT 
(Fashion Archi tecture Taste) , 
an off ice led by Sean Gr i f f i ths, 
Char les Hol land, and Sam Jacob, 
that  t r ies to g ive archi tecture 
meaning and break the monoto-
nous look of  c i t ies l ike London. 
One of  the pro jects that  ca l led 
our at tent ion was The V i l la ,  in  the 
Nether lands. This pro ject  is  one 
of  the many f rom FAT, that  con-
s iders the community and h istory 
as i ts  main focus,  the i r  pro jects 
br ing meaning to the bui ld ing,  not 
just  on the facade but to the us-
age. 

 Understanding more the i r  ap-
proach and sty le,  not just  Post-
modernist ,  FAT could then a lso 
be considered Kitsch .  Th is act  of 
tak ing something that  a l ready ex-
ists and putt ing into a new usage 
with d i fferent mater ia l  and scale, 
but st i l l  pass ing a message. This 
is  why we decided that we want-
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ed to work with Kitsch.

 When we actual ly  started search-
ing for  def in i t ions of  Kitsch ,  we 
not iced not everyone sees i t  the 
way we do, contrar iwise,  i t ’s  ac-
tual ly  seen as bad taste,  as i ts 
german def in i t ion t rans lates,  but, 
i f  i t ’s  that  bad, why does i t  work?

 We a lso came across Queer 
spaces,  and one th ing we’ve 
learned, f rom di fferent margina l-
ized groups, is  the reappropiat ion 
of  words,  and how we can apply 
i t  to our research.

 The main topic in our research,  
is  Part ic ipatory Design,  where 
we, profess ionals wi th more ex-
per ience in design methods, work 
together wi th the part ic ipants,  in 
our case k ids.  Inc luding them in 
our design process,  we under-
stood that k ids,  by nature,  are 
more inc lus ive and that we can 
learn a lot  f rom them. 

 How can the k ids’  th ink ing help 
and inf luence to make archi tec-
ture more inc lus ive? We intend to 
answer these quest ions,  not only 
wi th our theor ie but a lso with our 
Dol l  House. We want to create 
spaces where people are not just 
users,  but rather part  of  i t .
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THE IRONY  OF  
POSTMODERN  
ARCHITECTURE

 „Too many minds are stuffy,  dusty 
rooms into which the windows 
have never been opened – minds 
heavy with the i r  own crotchets, 
c lut tered up with untested theo-
r ies and conf l ict ing sympathies 
that  have never got re lated in 
any socia l  theor ies and conf l ict-
ing sympathies that  have never 
got re lated in any socia l  way.  The 
i ronist  b lows them al l  he l ter-ske l-
ter,  sweeps away the dust,  and 
sets everyth ing in i ts  proper p lace 
again… The i ronist  is  the great 
purger and c leanser of  l i fe .”  (Pe-
t i t ,  2013, p.  28)

 What is  I rony? The use of  words 
or deeds to express something 
other than and especia l ly  the op-
posi te of  the l i tera l  meaning. The 
I rony i s  of ten found in great l i t -
erature and re l ig ion and inc ludes 
contradict ions and paradoxes. 
(c f .  Pet i t ,  2013, p.  2) 

Could archi tecture be i ron ic? 

 Some say that  “conscious I rony” 
had l i t t le  or  no use in art  and ar-
chi tecture.  Because archi tecture 
is  usual ly  too massive to h ide,  ev-
eryth ing should have a meaning 
in archi tecture,  and th is meaning 
cannot d issolve into I rony .  Archi-
tecture has thus been descr ibed

as the least  marked by  I rony  than 
any other art  form. Another opin-
ion was that  I rony  in  archi tecture 
is  a contradict ion in i ts  basic con-
cepts.  S ince I rony  is  ident i f ied 
as an e lement of  l inguist ic and 
re jected t ransmiss ion for  archi-
tecture as an inte l lectual  concor-
dance. (c f .  Pet i t ,  2013, p.  14)

 The discussion about I rony  in  ar-
chi tecture became the scene of 
ideologica l ,  pol i t ica l  and re l ig ious 
d isagreements between di fferent 
cul tura l  v iewpoints.  I rony  was able 
to expla in certa in compl icated e l-
ements that  occur in archi tecture 
when confronted with abstract 
th ink ing.  S ince  I rony made the re-
curr ing spat ia l  mot i fs  conscious. 
I rony  could be used in archi tec-
ture to dynamical ly  negot iate the 
paradoxica l  encounter between 
the logic of  ideas and the order 
of  th ings.  (c f .  Pet i t ,  2013, p.  7-8)

 The two bui ld ings:  Michael 
Graves’  Fargo-Moorhead Cul tura l 
Center  f rom 1978 and the bui ld-
ing that  Oswald Matth ias Ungers 
designed in 1980 for  a facade of 
the Venice Biennale are Postmod-
ern Archi tecture .  Each of  them 
conta ins the e lement of  columns, 
which in a h istor ica l  sense are 
there to g ive an object  vert ica l
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support .  In these two pro jects the 
columns, which are a symbol  of 
load-bear ing capaci ty,  have been 
t ransformed into a symbol  of  f ra-
g i l i ty. 
 
 Michael  Graves mater ia l izes the 
column into a water fa l l ,  which in-
stead of  bear ing vert ica l  force, 
loads vert ica l  force.  Matth ias 
Ungers t ransforms the e lement 
of  the “column” into a “negat ive 
column”,  thus revers ing the re la-
t ionship between empt iness and 
mass. This makes the space of 
the column i tse l f  habi table.  In 
these two examples I rony  is  used 
by g iv ing paradoxica l  character is-
t ics to an archi tectura l  e lement as 
we know i t  f rom history.  (c f .  Pet i t , 
2013, p.  12)

 In one of  the mythologies of  ar-
chi tecture,  about Icarus and 
Daidalos,  the two were captured 
by King Minos,  so Daedalus bui l t 
wings of  feathers and wax for  h im-
sel f  and h is son to escape f rom 
capt iv i ty.  Icarus f lew too c lose to 
the sun despi te h is father’s warn-
ing.  The wax melted and he crash-

ed. In th is mythology,  Diadolos 
is  portrayed as an archi tect  who 
works with the l imi tat ions im-
posed by h is craf t  and the phys-
ica l  wor ld.  On the other hand, 
Icarus,  the headstrong son, is  in 
search of  an indiv idual  point  of 
v iew, based on h is imaginat ion, 
which unth ink ingly d isregards the 
unbending l imi ts of  the physica l 
wor ld.  This mythology is  in many 
ways a parable for  I rony in  archi-
tecture.  For Icarus is  the i ron ist 
in  th is case.  (c f .  Pet i t ,  2013, p. 
13-14)

 One could a lso interpret  mytholo- 
gy in th is way.   Diadolos stands for 
the t radi t ional  archi tect ,  who bui l t 
bui ld ings that  have a purpose and 
an u l ter ior  mot ive.  Icarus is  sup-
posed to be the user who does 
not have the “r ight”  knowledge to 
make the best use of  the bui ld-
ing.  So the bui ld ing loses i ts  im-
portance in the society.  (c f .  Pet i t , 
2013, p.  8)

 Another example of  how I rony 
works in archi tecture is  the des- 
t ruct ion of  the Twin Towers  of  the
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World Trade Center,  in  Manhat-
tan,  in September 2001. For the 
archi tect  of  the towers,  Minoru 
Yamasaki ,  would be known for  the 
destruct ion of  h is creat ion and 
not for  the construct ion of  i t .  Th is 
k ind of  object ive I rony  that  Yama-
saki  was exposed to obviously d id 
not come f rom himsel f ,  but f rom 
the media and cr i t ics.  (c f .  Pet i t , 
2013, p.  3-4)

 I rony  is  a construct ive term for 
the theor izat ion of  Postmodern-
ism .  Theor ists l ike Char les Jencks 
and Richard Porty captured the 
logic of  Postmodernism  by com-
bin ing features of  cr i t ique with 
the conceptual  indeterminacy and 
indef inable p lura l i ty  of  I rony .  (c f . 
Pet i t ,  2013, p.  18)

 Char les Jencks bel ieved that 
Postmodern Archi tecture  began 
with the end of  Modern Archi tec-
ture .  The idea of  Modern Archi-
tecture  to t ransform society and 
at  the same t ime re invent a new 
society had not been successfu l ly

implemented in some opin ions. 
In summary,  some cr i t ics thought 
that  Modern Archi tecture  was 
an area where the physique and 
moral i ty  of  archi tecture d id not 
match. (c f .  Pet i t ,  2013, p.  4-5)

 As far  as the inte l lectual  theme 
of  archi tectura l  Postmodernism  is 
concerned, i ts  nature should be 
taken ser ious ly and i ts  se l f -con-
tradictory logic examined for  i ts 
epistemologica l  and metaphysica l 
impl icat ions.  Jencks had suggest-
ed, in Language of  Post-Modern 
Archi tecture,  that  mult ip le coding 
was the centra l  feature of  Post-
modern Archi tecture  and that  the 
Postmodern  object  could speak 
s imul taneously to very d i fferent 
cul tura l  components.  Every i ron-
ic  statement presents i tse l f  as a 
“per formance cr i t ique”,  in which 
ideas and the i r  cr i t ic ism are ex-
pressed s imul taneously.  This be-
comes the object  of  an i ron ic ar-
chi tecture.  However,  I rony cannot 
be def ined with t radi t ional  lan-
guage. But I rony  is  per fect ly  su i t-
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ed to represent the sty l is t ic 
range of  Postmodern Archi tec-
ture .  (c f .  Pet i t ,  2013, p.  22-23) 
 
 As Richard Porty c la imed:  “The 
last  th ing the i ronic theor ist 
wants or  needs is  a theory of 
i rons im.”  (c f .  Pet i t ,  2013, p.  24) 

 I ron ists  want to g ive f ree ly the i r 
opin ion,  wi thout restr ict ion f rom 
a theory.  This is  a lso a contra-
dict ion.  Because for  the I ron ists 
everyth ing is  possib le and with a 
theory they would be restr icted.
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IRONIST VS  
METAPHYSICIAN

 Instead of  that  she is  “a lways 
aware of  the cont ingency and f ra-
g i l i ty  of  the i r  f ina l  vocabular ies, 
and thus of  the i r  se lves.”  (Rorty, 
1989, p.74) .  Rorty stated (1989, 
p.77) :  “Her method is redescr ip-
t ion rather than inter ference.” 

 Through the new redescr ibed 
words,  the I ron ist  wants to 
achieve that  “people wi l l  no lon-
ger ask quest ions phrased in the 
o ld words”  (Rorty,  1989, p.78) . 

 L i terature p lays an important ro le 
in th is process.  I ron ists  use for 
example phi losophers as “abbre-
v iat ions for  a certa in f ina l  vocab-
ulary”  (Rorty,  1989, p.79) . 

 Redescr ib ing themselves through 
adopt ing the i r  se l f - images, is  a 
way of  l i terary cr i t ic ism, or ig ined 
in the d ia lect ic of  Hegel .  The sec-
ond category Rorty ment ioned is 
the Metaphysic ian .  His or ig in de-
velopment started with common 
sense. I t  is  about “genera l iz ing 
and making expl ic i t  the ru les of 
the language game they are ac-
customed to p lay”  (Rorty,  1989, 
p.73) . 

 When th is sense is  chal lenged 
and the o ld vocabulary does not 
suff ice,  the Metaphysic ian  is  de-

 Work ing with chapter Pr ivate I ro-
ny and L ibera l  Hope  f rom the text 
Cont ingency,  I rony,  and sol idar i -
ty ,  R ichard Rorty,  the author,  in-
d icates two di fferent categor ies. 
Beginning with the so-cal led I ro-
n ist .  An I ron ist  (she)  conf i rms 
three condi t ions,  constant doubts 
about the f ina l  vocabulary in gen-
era l ,  but in her present vocab-
ulary not able to express  her 
reservat ion.  Through that she is 
convinced that none other vocab-
ulary is  c loser to rea l i ty  than hers 
(cf .  Rorty,  1989, p.73) .  

 The f ina l  vocabulary p lays an im-
portant ro le in both categor ies.  I t 
def ines an indiv idual  set  of  words 
which humans “employ to just i -
fy  the i r  act ions,  the i r  be l ie fs and 
the i r  l ives” (Rorty,  1989, p.73) . 
 
 The f ina l  vocabulary depends on 
the human’s behavior,  th ink ing 
and ideology.  The I ron ist  has the 
goal  to reach rea l i ty  by redescr ib-
ing and inc i t ing people to adopt 
and extend the i r  f ina l  vocabulary. 
She is  not rest ing on her present 
vocabulary.  The constant worr ies 
about her root lessness support 
the process of  quest ion ing the 
language. Addi t ional ly  she is  nev-
er fu l ly  able to take herse l f  ear-
nest ly.  (c f .  Rorty,  1989, pp.73-74)
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veloped. “ In th is sense, the meta- 
phys ic ian is  someone who takes 
the quest ion ‘What is  the intr ins ic 
nature of  (e.g. ,  just ice,  sc ience-
knowledge, being,  fa i th,  mora l-
i ty,  phi losophy)?’  at  face va lue” 
(Rorty,  1989, p.74) . 

 He is  st i l l  at tached to common 
sense through h is f ina l  vocabulary 
which refers to something with 
rea l  essence. Instead of  ques-
t ion ing or redescr ib ing the f ina l 
vocabulary he analyzes o ld de-
scr ipt ions with other o ld descr ip-
t ions.  The Metaphysic ian  refers 
to the bui l t  in  cr i ter ia,  they have 
the t ruth wi th in them. Fol lowing 
that  the Metaphysic ian  t rusts na-
ture and that he wi l l  recognize 
the r ight  f ina l  vocabulary.  So h is 
focus is  not quest ion ing the lan-
guage, but  “what is  t rue”  (Rorty, 
1989, p.75) . 

 There are speci f ic  contradict ions 
between the I ron ist  and the Meta-
physic ian .  Beginning with com-
mon sense. I t  is  the start ing point 
of  the Metaphysic ians “ in that  he 
does not quest ion the p lat i tudes 
which encapsulate the use of  a 
g iven f ina l  vocabulary (…)” (Rorty, 

1989, p.74) .

 The opposi te of  common sense 
is  I rony ,  i t  accentuates the fun-
damenta l  d i f ference. The I ron ist 
seems l ike a cr i t ica l ,  quest ion-
ing mind which wants to develop, 
extend, but a lso adopt her own 
and others f ina l  vocabular ies (cf . 
Rorty,  1989, pp. 75-76) . 

 In contrast  to that  the Metaphys-
ican  i s  not quest ion ing the use 
of  the f ina l  vocabulary.  He has a 
natura l  conf idence and is  focus-
ing on the rea l  essence. W ith the 
phrase “ (…) analyzes o ld descr ip-
t ions with the help of  other o ld 
descr ipt ions”  (Rorty,  1989, p.74) 
Rorty descr ibes the Metaphysi-
c ian  as a conservat ive character 
who is not able “ to step outs ide 
our language in order to compare 
i t  wi th something e lse (…)”  (Rorty, 
1989, p.75) . 

 The I ron ist  is  focusing on that  and 
achieves a b igger knowledge and 
exchange through that.  A lso be-
cause she t r ies to make a change 
by encouraging people to adopt 
and extend knowledge (cf .  Rorty, 
1989, p.80) .
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POSTMODERN IST  
PIONEERS

 Working with part  three Post-Mod-
ern Archi tecture  f rom the text  The 
Language of  Postmodern Archi-
tecture  wr i t ten by Char les Jencks 
in 1977. Modernism ,  the per i -
od before  Postmodernism  start-
ed to get cr i t ic ized among other 
th ings because of  i ts  f ree stand-
ing funct ional ist  idea with rare 
publ ic space (Modern Archi tec-
ture ,  no date) .  As the Modern  ar-
chi tect  Le Corbusier  stated “ the 
house is  a machine for  l iv ing in” 
(1927) ,  shows the ongoing t rend 
of  machine aesthet ics.  In genera l 
Modern Archi tecture  focuses on 
less var iety,  auster i ty  and formal-
i ty.  But then h istor ica l ly  inspi red 
bui ld ings started to provoke a de-
bate about Modern Archi tecture 
(c f .  Jencks,  1977, p.  81) . 

 One example of  th is happening 
is  the Casa Bald i  by Paolo Por-
toghesi  bui l t  in  1960. Despi te the 
year of  construct ion in Modern-
ism ,  Portoghesi  used two di fferent 
codes and combined them in h is 
casa.  Recognizable are the f ree-
form curves inf luenced by Borro-
min i ’s archi tecture and a lso the 
bruta l is t  concrete b lock designed 
by Le Corbusier.  Both archi tects 
and the i r  bui ld ings inspi red Por-
toghesi  to create h is Postmodern 
bu i ld ing.  This is  a l ready one s igni-

f icant character ist ic of  Postmod-
ern ism (c f .  Jencks,  1977,p.  82) .

 The idea was to get inspi red by 
a l ready ex ist ing bui ld ings and 
t ransfer  those mult ip le codes of 
d i fferent archi tectures into a new 
creat ion,  ca l led Postmodernism . 
So th is idea of  Postmodern Ar-
chi tecture  started around 1960 in 
the Uni ted States and 1980 in the 
rest  of  the more western coun-
tr ies.  Postmodern Archi tecture 
t r ies to break Modernism ’s  hold 
on design,  i t  offers more com-
plex i ty  and contradict ion.  Addi-
t ional ly  there are of ten curves, 
decorat ive e lements,  br ight  col-
ors and a-symmetr ica l  e lements 
(cf .  Jencks,  1977, p.  88) . 

 A l l  those e lements are of ten bor-
rowed f rom ear l ier  per iods for  ex-
ample the curvy e lements f rom 
the Casa Bald i  are borrowed f rom 
Baroque .  The texture is  unre lat-
ed to the structure of  the bui ld ing 
and Postmodern archi tects a lso 
returned the ornament.  Postmod-
ern Archi tecture  is  comparable as 
a col lage inspi red f rom the past 
sty les.  One of  the p ioneers of 
Postmodernism  i s  Phi l ip Johnson. 
In col laborat ion with Ludwig Mies 
van der Rohe, Johnson designed 
the Seagram Bui ld ing  which had a
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huge impact on the Modern  per iod 
(cf .  Phi l ip Johnson, no date) .  But 
then Johnson sa id,  “Mies is  such a 
genius,  but I  grow old,  and bored 
(…)”  he started to change h is for-
mal  language. (Jencks,1977, p.82) 

 Instead of  funct ional  des ign,  he 
wanted to g ive the bui ld ings an 
indiv idual ,  more personal ,  expres-
s ive sty le wi th ornamenta l  touch-
es (cf .  Phi l ip Johnson, no date) . 

 At  the same t ime around 1960 
the so cal led Japan Sty le  devel-
oped, i t  t r ied to combine nat ion-
a l ,  t radi t ional  and corbusian e le-
ments.  For example the mater ia l 
concrete was used to t rans late 
the t radi t ional  Japanese wood ar-
chi tecture.  In spi te of  the bruta l is t 
mater ia l  something e legant and 
ref ined ar ises (cf .  Jencks,  1977, 
p.86) . 

 Another important Postmodern 
Archi tect  is  Robert  Ventur i ,  he is 
the f i rst  one who used t radi t ional 
symbols in an aggress ive way. In 
h is bui ld ing Headquarters Bui ld-
ing for  Nurses and Dent ists,  al l 
Postmodern  ideas are present, 
th is is  the f i rst  ant i  monument. 
The bui ld ing is  t radi t ional  l ike a 
Baroque  bu i ld ing because of  the 
urban context ,  i t  is  not a f ree-
standing monument.  Ventur i  “ ( . . . ) 
p layed t r icks wi th scale,  b loat ing 
certa in windows and doors,  whi le 
d imin ish ing others.”  (Jencks, 
1977, p.87) .  For example the roof 
is  super th in and thereby an of-
fense to the weather (c f .  Jencks, 
1977, p.87) . 
Some groups of  the Barcelona 
School  got inspi red by Ventu-
r i ’s  formal  ideas and semiot ics in 
genera l .  For example the “ i ron ic

juxtaposi t ions of  entrance space 
and c i rcu lat ion,  column and wal l 
(…)” (Jencks,  1977, p.90)  or  new 
and old.  Jencks cal ls  the work of 
Team Clotet  and Tusquets f rom 
Barcelona School  a “del ight ,  a 
typica l  concept of  Postmodern-
ism by vert ica l  layer ing and di ffer-
ent contrasts of  meanings“ (1977, 
p.90) .

 Def in ing Postmodernism  starts 
wi th analyz ing Modernism,  be-
cause Postmodernism  started to 
develop to cr i t ic ize the Modern-
ism’s  hold.

 There are a lot  of  st rategies to 
break the Modernisms hold and 
br ing back the archi tecture to a 
more human envi ronment.  Ventu-
r i  used th is tact ic by confront ing 
d i fferent phrases and f igur ing out 
a Postmodern  def in i t ion.  One ex-
ample is  the famous form fo l lows 
funct ion,  which is  a s impl i f icat ion 
of  archi tectura l  e lements.  Ven-
tur i ’s  opposi te is  the complex i ty. 
This process supports the def in i-
t ion of  Postmodernism .  Pure E le-
ments of  Modern Archi tecture  can 
be seen as hybr id in Postmodern-
ism  (c f .  Jencks,  1977, p.88) . 

 I t  is  c lear ly  recognizable that 
Postmodern Archi tecture  t r ies to 
chal lenge the modern  ideas and 
change the archi tectura l  lan-
guage. Another important char-
acter ist ic is  that  the open mind-
ed or ientat ion as an inspi rat ion 
on h istor ica l  archi tecture sup-
ports the Postmodern language. 
I t  is  not about creat ing something 
complete ly new, but cr i t ic iz ing 
and provoking Modern Archi tec-
ture,  so far  that  i t  reverses the 
taste of  former generat ions (cf . 
Jencks,  1977, p.87) .
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THE  
POSTMODERN IST 
IRONIST

ies taken as f ina l  by people or 
books she has encountered; 
(2)  she rea l izes that  argument 
phrased in her present vocabulary 
can nei ther underwr i te nor d is 
solve these doubts;  (3)  insofar  as 
she phi losophizes about her s i tu-
at ion she does not th ink that  her 
vocabulary is  c loser to rea l i ty  than 
others,  that  i t  is  in touch with a 
power not herse l f .  I ron ists who are 
inc l ined to phi losophize see the 
choice between vocabular ies as 
made nei ther wi th in a neutra l  and 
universa l  metavocabulary nor by 
an attempt to f ight  one’s way past 
appearances to the rea l ,  but s im-
ply by p lay ing the new off  against 
the o ld.”  (Rorty,  1989, p.73) 

 The PM Archi tecture  br ings 
back the use of  ornaments af-
ter  Modernists  focused on func-
t ion and so d idn’t  g ive the bui ld-
ing the h istory and context . 

“Mies is  such a genius!  But I  grew 
old!  And bored! My di rect ion is 
c lear;  ec lect ic t radi t ion.  This is  not 
academic rev iva l ism. There are no 
Class ic orders or  Goth ic f in ia ls .  I 
t ry  to p ick up what I  l ike through-
out h istory.  We cannot know 
history.”  (Jencks,  1977,  p.  82) 

 Both I ron ists  and Postmodernists 

 Af ter  reading both texts,  i t  is  c lear 
the semblance between them, 
not just  st ructura l ly  but a lso how 
the authors th ink.  In Rorty’s text , 
there is  a compar ison between 
the I ron ist  and the Metaphysic ian , 
f rom an I ron ist  point  of  v iew, as 
the author h imsel f  is  understand-
ably one. 

 In Jencks’  text ,  the compar ison 
is  made between Postmodernists 
and Modernists,  f rom his Post-
modernist  perspect ive.  I t  is  no 
surpr ise that  we found so many 
th ings in common between I ro-
n ists  and Postmodernists,  both 
parts use d i fferent part ly  h istor-
ica l  sources to get inspi red and 
improve and extend the i r  knowl-
edge. They are contemporary 
looking backwards and forwards 
through the i r  des igning process.    
The I ron ist  is  interested in am-
pl i fy ing her vocabulary by us-
ing others,  she’s never done, as 
there’s a lways something to add, 
the possib i l i t ies fascinate her. 

 “ I  shal l  def ine an ‘ i ron ist ’  as 
someone who fu l f i l ls  three con-
di t ions:  ( I )  She has radica l  and 
cont inu ing doubts about the f ina l 
vocabulary she current ly  uses, 
because she had been impressed 
by other vocabular ies,  vocabular-
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are then learn ing especia l ly  f rom 
what they bel ieve i t ’s  wrong. Eras-
ing what they th ink i t  is  wrong is 
however not the goal .  I t ’s  c lear 
i f  i t  wasn’t  for  these d i fferent 
ways of  th ink ing and approach 
they wouldn’t  arr ive at  the i r  the-
or ies,  so they ins ist  the part ic-
ipat ion f rom other theor ies and 
approaches was important,  but 
those works should come to an 
end. Metaphysic ians,  on the oth-
er s ide,  th ink the i r  knowledge is 
super ior  to anyone e lse’s,  so do 
Modernists  th ink about the i r  ap-
proach, restr ict ing the usage of 
th is vocabulary to a certa in group. 
I ron ists ,  by fac i l i tat ing Metaphysi-
c ians’  vocabulary,  and PoMos, by 
br inging context  and meaning to 
the bui ld ing,  work in a d i fferent 
d i rect ion,  the i r  theor ies t ry to a l-
low people to have easier  access 
to in format ion and so better  un-
derstanding of  i t . 
 Postmodern Archi tecture,  is 
many t imes i ron ic  by i tse l f ,  by 
br inging back di fferent e lements 
in d i fferent contexts ( for  exam-
ple,  br inging columns, which are 
in i t ia l ly  pro jected to carry weigh 
and help the structure,  as a dec-
orat ive e lement ) ,  or  as in one of 
Ventur i ’s  work wi th Short ,  North 
Penn V is i t ing Nurses Associat ion

Headquarter,  1961.

“The arch,  a s ign of  door,  is  con-
trasted with rectangular  and diag-
onal  e lements,  to (over )  ar t icu late 
the publ ic entrance. Tradi t ion-
a l  decorat ive mould ings are a lso 
d istorted on the windows. This b i-
zarre,  even ugly,  usage was nev-
erthe less one of  the f i rst  bui ld ings 
which used h istor ica l  ornament 
in a recognisable and symbol ic 
way.”  (Jencks,  1977, p.  87)

Or the L lu is Clotet ,  Os-
car Tusquets and Per,  Giorgi-
na Belvedere ,  Gerona, 1971-2: 
“They p lace a paperth in t re l l is 
above an hero ic order of  p iers; 
wi th in the p iers and on the roof  of 
the house is  the p lace to park the 
car surrounded by a balustrade; 
f ina l ly,  the p iers which come down 
to the ground act as a screen be-
hind which are rust ic shutters and 
windows - out of  phase with the 
p iers.  The syncopat ion of  vert i -
ca ls is  master fu l ,  the layer ing of 
space a surpr ise,  the contrast 
of  meanings a del ight .  I t ’s  rath-
er as i f  one composed a c lass ica l 
bui ld ing according to Internat ion-
a l  Sty le aesthet ics (or  v ice-versa) , 
a typica l  concei t  of  Post-Modern-
ism.”  (Jencks,  1977, p.  90)
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THE WORK OF FAT 
AS CRITIQUE TO THE 
MONOTONOUS

“Keep up the bad work”  (Ventur i 
in  WainWright,  2013) 

 A very i ron ic  commentary as i t 
was so recognized by the soci-
ety,  but Ventur i  as a Postmodern-
ist  h imsel f  encourages them to 
keep going, as they were for  h im, 
reaching the i r  goal  successfu l ly. 
 One great example of  the i r  work 
is  The V i l la  ( in  the Nether lands) . 
Located in the Heer l i i j ke id Parc , 
in  Hoogvl iet ,  a suburb of  Rotter-
dam, which was a lso part  of  the 
design pro ject .

 As the area had a lack of  socia l 
fac i l i t ies,  FAT designed the bui ld-
ing to be an urban community 
space and arts center.  Ins ide a 
mult i -use,  the hal l  offers the mul-
t icu l tura l  community the opportu-
n i ty  to gather together in d i ffer-
ent act iv i t ies of  taste or  age. A 
coffee space can a lso be found, 
for  more socia l iz ing occasions, 
and on the second f loor,  separat-
ed off ice rooms for  more “pr ivate” 
usage, such as work ing,  or  study-
ing,  or  even c lasses.  The goal  of 
the pro ject  was to produce an im-
age of  the town and create a new 
urban space.

 Before that ,  the town was a ran-
dom suburb, g iv ing a home for

 Dur ing our process of  research-
ing,  we were able to understand 
better  the work of  FAT (Fashion Ar-
chi tecture Taste) ,  an archi tecture 
studio,  which is  based in London 
and led by Sean Gr i f f i ths,  Char les 
Hol land, and Sam Jacob. One of 
the i r  inspi rat ions was London i t-
se l f ,  not because they had good 
examples of  what to do, but what 
not to.  As everyth ing looked the 
same, became monotonous, and 
so the i r  main goal ,  as Postmod-
ern ists ,  was to bui ld for  people, 
for  the community.  Pro jects that 
had not just  the funct ional i ty,  run-
n ing away f rom minimal ism ,  but a 
context  that  br ings who uses i t , 
together.

 “They have st i r red up a l i t t le  b i t  of 
t rouble,  but don’t  th ink they had a 
great effect  on the Br i t ish scene. 
I t ’s  because the Br i t ish don’t  l ike 
expl ic i t  taste,  fashion and sty le in 
archi tecture anymore.”  (Jencks in 
WainWright,  2013)

 Thei r  new approach was re jected 
in Br i ta in,  as the Br i t ish preferred 
t radi t ional  k ind of  archi tecture, 
thereby they were a lways going 
against  the t ide,  being hard for 
people to understand the i r  archi-
tecture and design,  considered 
“to strange”.
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workers and fami ly  f rom indus-
tr ies around, hav ing no personal 
ident i ty,  for  that  reason the group 
hoped to reach a unique expres-
s ion through PM Archi tecture . 

 And so FAT accompl ished the 
miss ion to create a wel l -ground-
ed eye-catcher because they kept 
in mind the h istor ica l  meaning of 
th is suburb as an industr ia l  c i ty 
but a lso the contemporary  bucol-
ic nature (cf .  Jacobs, 2019).

 “For FAT the act of  decorat ion 
was a radica l  at t i tude to archi-
tecture.  In i t  we saw how issues 
of  taste might be addressed. And 
through taste,  ways to address 
the pol i t ics of  va lue and c lass,  as 
wel l  as the possib i l i t ies of  archi-
tecture to per form as a form of 
media i tse l f .  In an age where ar-
chi tectura l  cu l ture pr ior i t i zed for-
mal  complex i ty,  we turned to an 
a l ternat ive approach where the 
sur face and i ts  t reatments could 
become art icu late.  ‘Taste Not 
Space’ as our mantra at  the t ime 

put i t . ”  (Jacobs, 2019)

 The Bui ld ing is  covered by a 
t imber ra in screen, forming the 
shapes that  inspi red the pro ject . 
Above the entrance, you can eas-
i ly  see a ser ies of  p ipes and chim-
neys of  the o i l  re f inery,  which can 
be seen beyond the park (be ing 
a lso the reason the town ex ists ) . 
As i t  goes the screen forms the 
rooftops of  local  industr ia l  bui ld-
ings,  of  the harbor,  and a lso of 
the t rees,  which represents th is 
bucol ic landscape of  Hoogvl iet . 
The strongest feature f rom The 
V i l la  is  i ts  main entrance, a golden 
forest  that  is  both natura l  (cause 
of  i ts  reference)  and industr ia l ly 
ar t i f ic ia l  (cause of  i ts  mater ia l i -
ty ) .  From the bui ld ing inter ior,  i t 
is  st i l l  v is ib le the external  deco-
rat ion f raming the surrounding 
landscape, and with i ts  p ink stee l 
st ructure,  keeping the contrast 
(c f .  The V i l la ,  2008).

 Thei r  approach and ideas in-
spi red us and helped us to orga-
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nize our thoughts and what is  im-
portant for  us in our pro ject ,  not 
just  the a im to do something with 
a meaning, gett ing inspi red by 
the context ,  but the idea to use 
archi tecture and i ts  e lements in 
an i ron ic  way.  As putt ing a com-
munity bui ld ing surround by the 
contrast  of  natura l  and industr ia l , 
not just  in i ts  landscape but in i ts 
design.  When people th ink about 
gather ing together,  making some-
th ing for  the community,  i t  is  usu-
a l ly  in the center  of  the town/ci ty/
neighborhood, but in th is case, 
they wanted to br ing attent ion 
to another s ide of  i t ,  to g ive use 
to spots that  were somehow for-
gotten.  They gave a monotonous 
place,  l i fe ,  and meaning, by g iv-
ing i t  a usage. 

 When we ta lk about how ar-
chi tecture can change people’s 
l ives,  we shouldn’t  ta lk just  about 
bui ld ing empty spaces and let t ing 
people unaware of  how to use 
them, we shouldn’t  guide them 
and show the possib i l i t ies.  A gal-
lery wi th movable wal ls  that  can 
t ransform the room into a b ig-
ger,  or  smal l  one? Where d i fferent 
workshops happen every week, 
t ry ing to p lease d i fferent tastes? 
Classes,  to help you to improve 
your favor i te sk i l ls? Doing so,  we 
can s imul taneously work with the 
sarcasm on the e lements of  the 
bui ld ing.  By changing the scale or 
the usage for  the mater ia l .  Imag-
ine a structure,  where the g lass, 
the f ragi le e lement,  is  used as the 
cover ing e lement,  and ins ide you 
have a massive cement structure, 
being protected by i t .  Huge pi l lars 
he lp ing to carry the th in layers of 
g lass.  Ta l l  arches to represent the 
entrance, but wi th a human scale 
door bui l t  in  i t .  Somehow, a fun 
way to br ing h istory to i t  wi thout 
hav ing to be worr ied about keep-
ing the ru les.  

 I t  was a lso not iced that  FAT uses 
a d i fferent k ind of  i l lustrat ion for 
the pro jects.  Nowadays,  we see

more and more archi tectura l  rep-
resentat ion through render ings 
that  t ry to reach rea l i ty.  Somehow 
the t radi t ional  archi tectura l  draw-
ing was a b i t  forgotten,  the wi l l  to 
get c loser to rea l i ty  and i ts  f ina l 
resul t  became the goal .

 But,  should that  rea l ly  make the 
design concept to penci l  and pa-
per despair? Not for  FAT. Thei r 
representat ions of  the i r  pro ject 
ideas,  t ry  to br ing back th is t ra-
di t ional  way in a d ig i ta l  one,  but 
how? 

 In an art ic le for  Metropol is  Mag-
az ine,  Archi tecture Enters the 
Age of  Post-Dig i ta l  Drawing, Sam 
Jacobs ta lks about the return of 
drawing, af ter  decades of  ab-
sence, and compares i t  to ren-
der ings:

“Render ings assume the language 
of  photography—so much so that 
in more advanced render ing pack-
ages you even design a d ig i ta l 
s imulat ion of  the camera—and in 
doing so present us wi th an ap-
parent ly  “ rea l”  image of  the wor ld. 
Yet i t ’s  exact ly  th is fa i t  accompl i 
idea of  rea l i ty  that  the return of 
the drawing seems to chal lenge. 
Contrast  th is wi th the grand t ra-
di t ion of  archi tectura l  drawing in 
which the space of  the page was 
one that  had to be invented by 
drawing i tse l f .  We see th is in the 
work of  the so-cal led paper ar-
chi tects of  the 1970s and ’80s: 
pre-commercia l  L ibesk ind, phase 
one OMA, and most of  a l l ,  pre- 
d ig i ta l  Zaha Hadid (and many, 
many more) .”  (Jacobs, 2017)

 These drawings were more than 
representat ion,  they were archi-
tecture.  They understood graphic 
space, used into a long l ineage 
( f rom the prev ious generat ion: 
Archigram, Superstudio,  and 
Archizoom, etc. ,  and a lso through 
Ledoux, Gandy, Pi ranesi ) .  But 
wi th the r ise of  technology,  draw-
ing became less and less import-
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ant,  and so d id the connect ion to 
drawing as a key d isc ip l inary per-
form rather than a usefu l  way to 
communicate archi tecture.  Even 
now, that  archi tecture drawing 
seems to vanish,  FAT, and other 
archi tects of  a new generat ion, 
t ry  to f ind an a l ternat ive.  Using 
d i fferent d ig i ta l  tools f rom those 
that  develop the h ighest three-di-
mensional i ty  (c f .  Jacobs, 2017).

 “For us i t  was I l lustrator  and Pho-
toshop (or,  to be exact,  I l lustra-
tor ’s i l lustr ious and never-equaled 
predecessor Macromedia Free-
hand) that  presented a d i fferent 
t ra jectory—not just  for  drawing 
but for  imagin ing archi tecture. 
For us i t  was the super-col lage 
possib i l i t ies of  Photoshop and 
the extreme f latness of  I l lustra-
tor  that  establ ished a d i fferent 
k ind of  image discourse:  one that 
considered other types of  d ig i-
ta l  space, other forms of  graphic 
qual i ty,  and s imul taneously a set 
of  a l ternat ive archi tectura l  propo-
s i t ions.” (Jacobs, 2017)

 The archi tectura l  drawing in the 
d ig i ta l  age is  a recreat ion of  the 
t radi t ional  drawing, wi th new 
techniques,  tools,  and media. 
Jacobs compares the usage of 
a screen and a page, the screen 
both technica l ly  and conceptual-
ly  d i fferent f rom a page, as be-
fore when you la id out a p iece of 
paper on a drawing board,  you 
were d isposing of  something d is-
connected f rom the wor ld.  On the 
other hand, the screen is  c lose-
ly,  v iv id ly  connected to the wor ld, 
and so comes the wor ld to us (cf . 
Jacobs, 2017).

 “Our a im has been to develop 
a post-d ig i ta l  approach to what 
drawing might mean or do for  ar-
chi tecture—to reassert  the archi-
tectura l  drawing not as a window 
onto the wor ld but as a way of 
making the wor ld,  and to rec la im 
the drawing as a pr imary s i te 
where an archi tectura l  idea is  sta-

ged. These dig i ta l  reanimat ions 
of  the archi tectura l  drawing have 
produced Frankenste in assem-
blages,  drawings whose s imu-
lat ions and hybr id izat ions reach 
beyond media and technique 
to quest ions of  authorship and 
space. In other words,  in i ts  un-
dead, post-physica l ,  d ig i ta l  form, 
the archi tectura l  drawing has re-
turned r icher,  st ronger,  and more 
provocat ive than ever.”  (Jacobs, 
2017)



30

Th
e 

Vi
lla

, 
FA

T 
A

rc
hi

te
ct

s,
 2

00
8,

 R
en

de
rin

gs
Th

e 
Vi

lla
, 

FA
T 

A
rc

hi
te

ct
s,

 2
00

8,
 R

en
de

rin
gs



31

COLORS, TEXTURES, 
SHAPES & HUMOR

to gesture act ion,  in f luence mood, 
and even inf luence physio logica l 
react ions. 

 Sensory percept ion is  increas-
ingly important in Contemporary 
Design .  A lso,  texture,  for  exam-
ple,  at taches an addi t ional  emo-
t ional  t r igger count ing with shape 
and color  through touch and fee l . 
The humor,  I rony ,  used maybe as 
an “ ice breaker”,  to shatter  the 
ser iousness,  can many t imes ap-
proximate the user to the object . 
The interact ion of  those features 
then, can increase or reduce an 
intended emot ion (cf .  EMOTION & 
TEXTURE, n.d. ) .

 From the beginning of  the book, 
we’ve been compar ing Modern 
to Postmodern Archi tecture ,  and 
now couldn’t  be d i fferent,  we fee l 
l ike i t  is  the best contrast  to use 
as an example.  Modern Archi tec-
ture as we ment ioned before,  has 
a minimal ist  character ist ic,  wi th 
focus on structura l ism, more spe-
c i f ic  features are the use of  g lass 
and steel ,  and stra ight l ines.  Not 
a very color fu l  type of  bui ld ing,  i t 
might pass,  for  some people,  th is 
fee l ing of  ser iousness and more 
sophist icated ambient,  conse-
quent ly  ask ing for  a behavior  that 
matches i t .  Postmodern Archi tec-

 Part  of  our dai ly  use is  the ar-
chi tecture of  bui ld ings we l ive and 
work in.  We part ly  adapt our be-
havior  to the bui l t  env i ronment, 
for  example,  you probably gonna 
fee l  and act d i fferent ly  when you 
are at  home than when you are at 
work.  Thus,  the bui l t  env i ronment 
can fac i l i tate or  impede comfort 
and behaviora l  express ions.  But 
how can we analyze that? 

 As i t  was not iced s ince we start-
ed researching and wr i t ing th is 
book, Postmodern Archi tecture 
i s  rea l ly  hard to def ine,  we would 
say a lmost impossib le.  However, 
certa in features are present in a 
large part  of  i ts  st ructures,  as for 
example:  colors,  textures,  shapes 
and humor.  So maybe i f  we ana-
lyze the impact of  each one, and 
put them al l  together,  combin-
ing the i r  effects,  we can maybe, 
at  least  get  c lose to answer the 
quest ion:  How PoMo Archi tecture 
can affect  people’s behaviour?

 The book Wie Farben wirken: 
Farbpsychologie -  Farbsymbol-
ik  -  Kreat ive Farbgesta l tung, Eva 
Hel ler  (2004),  for  example,  shows 
how each color  can inf luence 
people’s humor and what they 
“mean”.  Color  is  a powerfu l  com-
municat ion tool  and can be used
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ture ,  in  contrast ,  br ings more col-
ors and shapes, p lay ing with the 
design in a f reeway, passing,  for 
some groups, a b igger fee l ing of 
f reedom and cheerfu lness.

 One example is  the  Facul ty Club, 
f rom Char les Moore and Wi l l iam 
Turnbul l ,  in  Santa Barbara (1968), 
in the le f t  p icture you can see 
how he played with the colors, 
the f loor and tables wi th a darker 
tone, l ight  wal ls ,  a mix of  color fu l 
led l ights and a gold f rame, pro-
v id ing,  for  some, a fun p lace to 
be,  more casual ,  where you fee l 
somehow free to behave as you 
want.

 In 2018, a restorat ion was com-
pleted, the new archi tects t r ied to 
leave some features f rom the or ig-
ina l  des ign,  such as the led l ights, 
but in a whole new arrangement. 
The restorat ion subst i tute,  not 
just  the structure of  the room, a l-
lowing space for  more tables,  but 
a lso the sty le.  As you can see on 
the r ight  p icture,  now more nat-
ura l  l ight  is  coming in,  neutra l 
co lors are used and there is  not 
much contrast .  This room could, 
for  some, br ing a more calm fee l-
ing,  maybe a p lace where you 
would go to study or for  a smal l 
meet ing.

„Char les Moore’s Piazza d’ I ta l ia  in 
New Or leans,  Louis iana has be-
come an unl ike ly  monument (…)  
and pers ists today as an icon of 
Postmodern k i tsch.“  (Postmod-
ern ism :  Sty le and Subvers ion, 
1970-1990, 2011, p.  117)

 I t  is  probably c lear how we use 
undetermined words as “some 
people”,  “some groups”,  and 
that ’s because i t  is  hard to f ind 
one ru le that  works for  everyone, 
especia l ly  ta lk ing about psycho-
logica l  effects.  Many th ings can 
inf luence someone’s mood, as the 
cul ture,  for  example,  we cannot 
for  sure proof  those arguments 
and examples,  but as a large part 

of  th is book, i t ’s  a matter  of  inter-
pretat ion.
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POSTMODERNISM , 
TODAY?

goal  or  was i t  just  the euphor ia 
of  the beginning? Through the 
cr i t ique Postmodernism  is  reach-
ing one of  i ts  goals because cr i-
t ique opens up a p lura l is t ic  at t i -
tude, which was one of  PM ’s  f ina l 
goals.  But a lso the Postmodern 
th ink ing in re lat ion to archi tecture 
is  st i l l  present through the fo l low-
ing quest ions:  How to inf luence 
the interact ion between archi tec-
ture and users? How can archi-
tecture gain a capaci ty for  socia l 
impact? What contr ibut ion can 
theoret ica l  concepts do to shape 
the env i ronment? (cf .  Kal tenbrun-
ner,  2016)

 Those are contemporary  ques-
t ions that  wi l l  a lways ex ist  and ar-
chi tects or  people in genera l  t ry 
to solve them or deal  wi th them. 
Kal tenbrunner (2016) wrote that 
Postmodernism  started with b ig 
goals and ended in a Sugar Bowl 
by Aless i .  F i rst  of  a l l  i t  is  not that 
easy to state an end l ike that ,  but 
there is  a speci f ic  I rony  in  th is 
sentence. Because such a b ig 
“revolut ion“ as they sa id,  ended 
in a sugar bowl design.  But end-
ing in that  sense is  not r ight  be-
cause the main idea is  st i l l  there 
in archi tecture.  Some present ar-
chi tects rev iva l  Postmodern  ideas 
and st i l l  keep them in mind.

 A c loser look at  Postmodernism 
reveals the strong di fference be-
tween the revolut ionary,  euphor ic 
beginning and the s lowly weak-
ening development towards the 
end. The h istor ica l  beginning in 
the 1960s was shaped by the h igh 
d ivers i ty  and equal  perspect ive, 
in genera l  the p lura l is t ic  at t i tude 
was rea l ly  important for  the archi-
tecture at  th is t ime (cf .  Jencks, 
1977) But what is  i t  now? 

 I t  is  important to consciously d is-
t inguish Postmodern  ph i losophy 
f rom Postmodern Archi tecture , 
because there are d i fferences. 
I t  is  part icu lar ly  not iceable that 
the cr i t ic ism concentrates on the 
phi losophy in genera l  (c f .  Kal ten-
brunner,  2016).  Wol f  Jobst Siedler 
wrote about h is fear that  the c i ty 
is  gett ing to cute and sweet.  One 
example for  h is fear is  the orna-
menta l  addi t ion at  that  t ime, be-
ing afra id of  Kitsch. Postmodern 
Archi tecture  got cr i t ic ized for  the 
mimicry,  the superf ic ia l  embel-
l ishment or  the facade language. 
W ith the b ig goals they set  in the 
1960 there was a huge euphor ia 
in the beginning (cf .  Kal tenbrun-
ner,  2016). 

Fol lowing that  there is  a new ques-
t ion:  Did Postmodernism reach i ts
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DOUBLE CODING

ps was inspi red by the h istory of 
the p lace.  The modern  part  and 
the h istor ica l  aspect were wel l 
received and became landmarks, 
because people understood and 
saw the idea in i t .  Th is was a lso 
the I ron ist ’s  idea,  that  vocabu-
lar ies should be easier  to under-
stand, in th is case vocabulary 
being archi tecture.  (c f .  Sydney 
Opera House – W ik ipedia,  n.d. ) 

 The Phi l ip Johnson’s AT&T Bui ld-
ing  in  1984 took the idea of  Mod-
ern ist  skyscrapers,  as wel l  as the 
preferred mater ia l  of  Modernism, 
glass and concrete.  However,  he 
combined a feature f rom ant iqui-
ty,  namely the upper part  of  the 
bui ld ing.  The bui ld ing was a lso 
saved f rom demol i t ion in 2019, 
fo l lowing one of  the preserva-
t ion campaigns for  a Postmodern 
bui ld ing.  (c f .  550 Madison Avenue 
– W ik ipedia,  n.d. )

 The Kindergarten Wol far tsweier 
by Tomi Ungerer and Ayla Suzan 
Yöndel  in 2002, was bui l t  in  the 
shape of  a cat .  This tests a d i f-
ferent k ind of  k indergarten and 
school  bui ld ings,  because why 
shouldn’t  a bui ld ing for  ch i ldren 
look l ike an animal? Maybe to 
br ing more interest  to the chi ldren 
and break the ser iousness of  a

 “Most Postmodern archi tects 
have the i r  educat ion and roots in 
modernism.”  (Raai j ,  1993) There 
is  no sudden break.  Postmod-
ern ism  is  both the cont inuat ion 
and t ranscendence of  Modern-
ism.  “Char les Jencks (cf .  1987, 
p.  14)  def ines Postmodernism 
as,  ‘Double coding: the combi-
nat ion of  modern techniques with 
something e lse (usual ly  t radi t ion-
a l  bui ld ing)  so that  archi tecture 
can communicate wi th the publ ic 
and a concerned minor i ty,  usual-
ly  other archi tects. ’  Double cod-
ing,  I rony,  parody,  lost  innocence, 
and hybr id language are the key 
words”  (Raai j ,  1993). 

“Double coding means making 
connect ions of  the present wi th 
the past,  of  new techniques with 
o ld patterns,  of  the e l i te wi th the 
popular.  I t  has a lways been the 
task of  archi tecture to incorpo-
rate new bui ld ings into o ld struc-
tures and thus re late the present 
to the past”  (Raai j ,  1993). 

 As an example,  the Sydney Op-
era House  by Jorn Utzon in 1973, 
where the concrete shel ls  could 
only be created us ing modern 
computer technology.  But the in-
spi rat ion of  the bui ld ing that  these 
shel ls  should look l ike sa i l ing shi-
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school? The basic idea may a lso 
come f rom the idea of  the Big 
Duck bui ld ing by Ventur i  and 
Scott  Brown (cf .  Der Kindergar-
ten Wol far tsweier  in  Kar lsruhe | 
Deutschland mal  anders,  n.d. ) .

 At  the Zaandam Hote l  by WAM 
Archi tect  in 2010, we see the 
combinat ion between two con-
trasts.  The typica l  dutch houses 
and the skyscraper.  These were 
combined into one bui ld ing.  I t 
looks l ike a “copy and paste” or  a 
“col lage” of  the d i fferent facades 
of  dutch houses on the facade of 
the bui ld ing.  (c f .  Innte l  Hote l  Am-
sterdam-Zaandam, n.d. )
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TIMELINE OF KITSCH 
-  WHERE IT ALL  
BEGANN

 Althought,  the actual  term Kitsch 
was or ig inated around 1970 by 
the Munich art  t rade, the connec-
t ion to aesthet ic objects ex ists 
way longer (c f .  Kitsch ,  n.d. ) . 

 The main idea of  Kitsch ,  as a rep-
l icat ion or t rans lat ion,  is  a l ready 
found in the beginning of  Roman-
t ic ism .  Th is era was popular,  fan-
tast ic,  pass ionate and indiv idu-
a l .  People at  that  t ime wanted to 
break and expand the boundar ies 
of  the inte l lect  and the industr ia l -
izat ion.  Instead of  those bel ie fs, 
Romant ics  returned to nature 
and had a desi re to the myster i-
ous and a myth ica l  wor ld.  The ro-
mance art  t r ied to represent the 
romant ic ism ’s  dreamy and inex-
pl icable re lat ion to the wor ld (cf . 
Romant ic ism, n.d. ) .

 Th is art  could be interpreted 
as emot ional  and myster ious, 
but at  th is point  i ts  bel ie fs were 
not Kitsch .  Real i ty  is  not Kitsch . 
Only the t rans lat ion or ref lect ion 
into art  made i t  Kitschy .  The b lue 
f lower under l ines th is statement. 
At  th is t ime the b lue f lower sym-
bol ized something specia l  or  f ina l 
that  people constant ly  searched 
for.  This f lower was an image 
or ig ina l ly  f rom nature.  So i t  had a 
re lat ion to rea l i ty.  But the mean-

ing in romant ic ism, the long-
ing,  the d istance and love,  was 
Kitschy .  W ith th is metaphor ica l 
representat ion of  the b lue f low-
er,  there is  an impress ive Kitschy 
effect  (c f .  Romant ic ism, n.d. ) . 

 Another epoque which conta ined 
the e lementary idea of  Kitsch  is 
the Biedermeier  Per iod .  I t  was 
popular  for  the retreat  to ones 
own home and conservat ive set-
t ing.  Addi t ional ly  the escape into 
the idy l l  and the pr ivate p lays an 
important ro le.  I t  was a counter 
movement to Romant ic ism  and 
focused on enterta inment rather 
than enl ightenment,  so the hu-
man put h imsel f  or  herse l f  into the 
center.  Same phenomenon hap-
pened in art ,  because l i fe  at  home 
was represented in arts.  But the 
representat ion was more rea l is-
t ic,  comparable to a photography. 
But the desi red resul t  was pseu-
do rea l ism, because i t  was most-
ly  in f luenced and ideal ized and 
through that process i t  became 
Kitschy  (c f .  B iedermeier,  n.d. ) .

 The th i rd,  f ina l  h istor ica l  bas is 
of  Kitsch  is  the per iod of  Real-
ism .  Th is era is  popular  for  rea l 
l i fe  depict ions in arts wi th pol i t -
ica l  tendencies.  But important to 
ment ion,  the rea l i ty  was reached



and represented through stag-
ing.  Subject ive addi t ion was not 
wanted, but of  course the art-
ist ’s knowledge inf luenced the f i -
na l  resul t .  Fol lowing that  became 
the dai ly  rea l  s i tuat ion,  Kitschy 
through the repl icat ion (cf .  Real-
ism (art  movement) ,  n.d. ) .

 W ith those three per iods the de-
velopment started. The fo l low-
ing industr ia l izat ion supported 
a widespread distr ibut ion and a 
strong increase in the product ion. 
The rea l  term Kitsch  or ig inated 
in through g lobal izat ion and the 
mass media,  and there is  a h igh 
appearance of  Kitsch  today (cf . 
Dorf les,  1968, p.29-30) .

 In th is sty le the goal  is  not to 
create new expectat ions l ike the 
Avant-Garde ,  but to p lease as 
many people as possib le,  i t  is 
present both among the poor and 
among those with h igher socia l 
status.  Kitsch products reveal  the 
t r ickery of  the bourgeois wor ld, 
made in genera l  wi th new mate-
r ia ls  that  appear to be something 
e lse:  as wood painted, imi tat ing 
marble;  z inc objects are tanned; 
and the bronze statues g i lded. 
The idea is  to use raw mater ia l 
considered infer ior,  and disguise 
i t  so that  i t  looks noble. 

 Kitsch  ar t  feeds on e lements 
taken f rom di fferent schools and 
art ists.  According to that ,  any 
process us ing “art ist ic”  means, 
should not be confused with art , 
s ince in order to be art ,  i t  would 
have to be appreciated for  i ts 
sty le rather than desi red for  i ts 
taste.  (c f .  Eco, 1989)

“People want to have fun.  A fu l ly 
concentrated and conscious ex-
per ience of  ar t  is  possib le only 
to those whose l ives do not put 
such a stra in on them that in the i r 
spare t ime they want re l ie f  f rom 
both boredom and effort  s imul-
taneously.  The whole sphere of 
cheap commercia l  enterta inment

ref lects th is dual  des i re.  I t  induc-
es re laxat ion because i t  is  patter 
ned and pre-digested.”  (Rugg, 
2002) 

“ ‘ I f  works of  ar t  were judged dem-
ocrat ica l ly  -  that  is ,  according 
to how many people l ike them - 
k i tsch would easi ly  defeat a l l  i ts 
compet i tors’ ,  observed Thomas 
Kulka.”  (Rugg, 2002) 

 Throughout th is h istor ica l  devel-
opment we could understand that 
Kitsch  changed through t ime a l-
ways in re lat ion to the generat ions 
and the i r  needs. But to def ine 
Kitsch  in  ar t  is  not easy because 
“ ( . . . )  the boundar ies between art 
and Ki tsch are not a lways easy to
def ine.”  (Kitsch ,  HiSoUR, n.d. ) 
Therefore,  there is  just  a f ine l ine 
between art  and Kitsch . 
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AVANTGARDE 
AND KITSCH

 As ment ioned in the prev ious 
chapter  K i tsch,  Today?,  we want 
to turn around and concentrate 
on the defense of  the beauty and 
va lue of  Kitsch  and a lso of  the 
Postmodernism .  But why is  there 
an ongoing cr i t ique against  Post-
modernism  and Kitsch? One of  the 
appearances of  Postmodernism  is 
that  noth ing looks the same, but 
st i l l ,  i t  was main ly d iscussed be-
cause of  i ts  mimicry,  the super-
f ic ia l  appearance and the facade 
language. Important to ment ion 
is  that  Kitsch  and Postmodern-
ism  are controvers ia l  because of 
the subject ive percept ion.  But in 
genera l  Kitsch  is  affected main ly 
negat ive ly,  so i f  we use the word 
Kitsch  in  our dai ly  l i fe  i t  is  of ten 
seen as a cr i t ique against  some-
th ing.  In the l i terature is  the same 
phenomenon. 

 Fol lowing that ,  we focused on 
Avantgarde and Ki tsch,  wr i t ten by 
Greenberg.  Greenberg was one of 
the f i rst  who wrote about the Ter-
r i tory of  Kitsch  and Avant Garde 
and did not str ict ly  refuse Kitsch. 
Greenberg is  ta lk ing about Kitsch 
as a Cultura l  Phenomenon   (c f . 
Greenberg,  1939, p.9) .  He voices 
h is wonderment as to why Avant-
garde ,  the current cul ture was not 
accepted, but the Kitsch ’s  “appa-

r i t ion has a lways been taken for 
granted” (Greenberg,  1939, p.9) . 
As a consequence of  the Industr i -
a l izat ion Kitsch establ ished a uni-
versa l  l i teracy. 

“But wi th the introduct ion of  uni-
versa l  l i teracy,  the abi l i ty  to read 
and wr i te became a lmost a mi-
nor sk i l l  l i ke dr iv ing a car,  and i t 
no longer served to d ist inguish 
an indiv idual ’s cul tura l  inc l ina-
t ions,  s ince i t  was no longer the 
exclus ive concomitant of  ref ined 
tastes.”  (Greenberg,  1939, p.10) 
 
 The cul ture c lear ly  opens up and 
become accessib le for  everyone, 
because to see or enjoy Kitsch  you 
don’t  need to make an effort ,  as to 
wr i te or  read. Greenberg focused 
most ly  on the negat ive arguments 
in h is text  Avantgarde and  K i tsch , 
as the major i ty  does.  One Example 
for  that  is  the term Ersatz Cul ture.  

“Ersatz cul ture,  Ki tsch,  dest ined 
for  those who, insensib le to the 
va lues of  genuine cul ture,  are 
hungry neverthe less for  the d iver-
s ion that  only cul ture of  some sort 
can prov ide.”  (Greenberg,  1939, 
p.10)

Greenberg d iv ides the society into 
c lasses and cal ls  people,  who l ike
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or use Kitsch  as insensib le and 
as part  of  a lower c lass.  But why 
does Kitsch  create insensib i l i ty?

“Ki tsch,  us ing for  raw mater ia l 
the debased and academic ized 
s imulacra of  genuine cul ture,  wel-
comes and cul t ivates th is insen-
s ib i l i ty.”  (Greenberg,  1939, p.10)
 
 Out of  h is point  of  v iew Kitsch 
has no or ig in roots and is  fake 
and that’s the main cause for  the 
Cult ivat ion of  Insensib i l i ty.  As an 
explanatory example he men-
t ioned the New Yorker Magazine.

“ [K i tsch]  has many di fferent lev-
e ls,  and some of  them are h igh 
enough to be dangerous to the 
naive seeker of  t rue l ight .  A mag-
az ine l ike The New Yorker,  which 
is  fundamenta l ly  h igh-c lass Ki tsch 
for  the luxury t rade, converts 
and waters down a great deal  of 
Avant-Garde mater ia l  for  i ts  own 
uses.”  (Greenberg,  1939, p.11) 
 
 Fol lowing that  Kitsch  is  depen-
dent.  I t  a lways needs an a l ready 
ex ist ing successfu l  t radi t ion to 
borrow di fferent ideas f rom that 
(c f .  Greenberg,  1939, p.10) . 

 Back to the genera l  beauty and 
va lue of  Kitsch. The goal  of  th is 
work is  not to concentrate on the 
negat ive points of  Kitsch ,  but to 
cont inue with the Postmodern 
th ink ing and focus on the men-
t ioned posi t ive beauty and va lue. 
Because aesthet ic and beauty are 
part  of  the subject ive percept ion 
we focus on the cul tura l  and so-
c ia l  aspects,  the va lue.   A l though 
there is  accessib i l i ty,  there is  a lso 
a commercia l  reason. Has th is 
commercia l izat ion a posi t ive im-
pact on people? As for  accessi-
b i l i ty? Or is  th is again against  the 
people as an explo i tat ion?

 There is  a c lose re lat ionship 
between the terms Kitsch  and 
Avant-Garde :  both Kitsch  produc-
t ions incorporate Avantgarde pro-

cedures and, on the contrary,  d i f -
ferent Avant-Garde  movements 
are interested in Kitsch  by the 
way i t  subverts aesthet ic stan-
dards,  in an of ten i ron ic  way.  (c f . 
Greenberg,  1939, p.9)

 Postmodernism  in  the 1980s 
once again broke the boundar-
ies between Kitsch  and so-cal led 
c lass ica l  ar t ,  wi th mixed resul ts.
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KITSCH ,  TODAY?

re.”  (B ink ley,  n.d. ) 

 Compar ing Kitsch  wi th Postmod-
ern ism,  searching for  s imi lar i t ies 
or  intersect ions,  there is  the as-
pect that  both parts want to in-
c lude a large number of  people. 
Kitsch  leaves no space for  inter-
pretat ion that  everybody under-
stands immediate ly.  Postmodern-
ism  has the same goal  to create 
space for  human beings and use 
p lura l  coding to offer  d i f ferent 
understandings in th is p lura l is t ic 
generat ion with h igh d ivers i ty  to 
make i t  understandable on mul-
t ip le leve ls.  Both get inspi red by 
a l ready ex ist ing objects,  whether 
histor ica l  or contemporary .  As we 
learned f rom Postmodernism  we 
want to turn around and concen-
trate on the opposi te hold.  Fol-
lowing that ,  we focus on the de-
fense of  the beauty and va lue of 
Kitsch . 

 Thus,  as the most common def i -
n i t ions do not f i t  in  th is context  a 
l i t t le  research has been conduc-
tedand see i f  we would f ind enough 
mater ia l  to support  our argument. 
Now one th ing is  for  sure:  when 
we ta lk about Kitsch  no one re-
mains insensi t ive,  whether l ike or 
d is l ike. 

“Great design comes f rom appro-
pr iate restr ict ions.  We can’t  just 
go off  wi l ly-n i l ly  des igning f r ivo-
lous t r i te,  fu l l  of  decorat ive rep-
resentat ions of  a by-gone era. 
No, indeed. We’re not complete ly 
unciv i l i zed.  Modern Design needs 
ru les.”  (Brown, 2013) 

 The funct ional ism  and minimal ism 
of  Modern  des ign is  c lear ly  not 
support ing the decorat ive and or-
namenta l  use in archi tecture.  The 
gnome represents the I rony ,  hu-
mor and Kitsch  which is ,  fo l lowing 
Modernism  hold,  not supported. 
As a l ready ment ioned Postmod-
ern ism  focuses on the opposi te 
goal  of  Modernism .  They use hu-
mor,  I rony  and Kitsch  and as a 
metaphor gnomes. Focusing on 
Kitsch ,  there is  no c lear def in i t ion 
as i t  is  a subject ive interpretat ion. 
“When appl ied to any of  the arts i t 
means something that  is  fa lse,  su-
perf ic ia l  or  an imitat ion”.  (Kitsch , 
n.d. )  I t  is  something without any 
understanding of  deepness and 
there is  no space le f t  for  interpre-
tat ion (cf .  Kitsch ,  n.d. ) . 

 “As an aesthet ic qual i ty,  K i tsch 
combines an emulat ion of  h igh art 
forms and sty les wi th a depen-
dence on comfort  and very d i rect 
express ions of  aesthet ic p leasu-
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 Th is sty le has a symbol ic aes-
thet ic and an indiv idual  personal-
i ty.  I t  re interpretates many t imes 
objects or  forms, as we can see 
on the p icture,  wi th a cake in a 
shape of  sofa.  Basica l ly  the us-
age of   l i tera l  forms, in the same 
context  or  d i fferent one. Kitsch 
can be everywhere.  But is  i t 
possib le to answer the quest ion 
“How can Kitsch  in f luence peo-
ple’s behaviour and the way they 
fee l?”.  Maybe we can’t  wi th wr i t-
ten facts,  but as every good de-
s ign,  wi th people’s opin ions and 
exper iences. 

 The Nursery ,  in  Boulogne-Bi l l -
ancourt ,  France, by Hondelat te 
Laporte Archi tectes,  for  example, 
makes you fee l  cur ious about i t , 
maybe even stop to appreciate 
i t  and wonder “why is  a g i raffe 
there”,  wi th or  wi thout an answer, 
i t  impacts you somehow. The 
k ids and staff  us ing the bui ld ing, 
for  example,  consider i t  as a fun 
p lace to be.   But a lso in the ur-
ban context ,  i t  has a lot  to offer, 
i t  breaks the ser iousness of  the 
surrounding. The Kindergarten 
Wol far tsweier,  Kar lsruhe, Germa-
ny,  fo l lows the same idea.

 Can Kitsch  a ffect  the urban en-
v i ronment? The most common 
and easiest  t r ick to “Ki tschize” 
something,  is  the use of  color. 
Not everyth ing that  is  color fu l  is 
gonna be Kitsch, but probably ev-
eryth ing that  is  Kitsch ,  is  gonna 
be color fu l .  We f ind th is feature 
a l l  over the wor ld.  The use of  d i f-
ferent colors in c i t ies where grey 
is  prevalent,  can many t imes g ive 
a sense of  ident i ty,  of  un ique, for 
a street  or  a ne ighborhood. Whi le 
Kitsch  can be appreciated in l i t t le 
amounts,  i t  can a lso become over-
whelming when i t  comes to an en-
t i re c i ty.  Kitsch,  as we not iced, is 
a matter  of  taste,  and that ’s why 
is  so fascinat ing,  i t  ca l ls  at tent ion 
f rom everyone.

 There are mult ip le and di fferent

var iants of  Kitsch.  Th is can a lso 
be seen in the d i fferent bui ld ings.  
An example is  the Piano Bui ld ing 
in  China,  bui l t  in  2007, which not 
d i ff icu l t  to see,  has a form of  a 
p iano and a v io l in.  I t  was bui l t  in 
the scale 50:1 and serves as an 
exhib i t ion and concert  ha l l .  The 
bui ld ing is  a tour ist  at t ract ion and 
is  a lso popular  wi th the locals (c f . 
Piano Bui ld ing ,  n.d. ) .

 The Museum of Archeology  in 
Skopje,  which was bui l t  in  2014, 
resembles the bui ld ings in ancient 
t imes. The br idge that  leads to 
the entrance has statues on the 
r ight  and le f t .  The bui ld ing looks 
l ike a Roman temple (cf .  Histo-
ry of  the Museum, n.d. ) .  Another 
example is  the Univers i ty  L ibrary 
of  Karabuk  in  Turkey in 2007, the 
funct ion of  the bui ld ing is  exact ly 
i ts  form, the content is  ref lected 
to the outs ide,  wi thout any further 
design concerns (cf .  Uniquely de-
s igned Turk ish l ibrary serves on-
l ine,  n.d. ) .   The Cambr idge Judge 
Business School  by John Outram 
in 1995, a univers i ty  bui ld ing that 
f rom the ins ide looks l ike a c l imb-
ing park for  ch i ldren.  Maybe just 
adding color  to the students’  ev-
eryday l i fe  (c f .  Cambr idge Judge 
Business Schoo l ,  n.d. ) .
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QUEER,  
REAPPROPRIATION 
AND INCLUSIVITY

 Does Kitsch  have a socia l  or 
cu l tura l  impact? Wel l ,  we guess 
we could say both,  as we have 
read in the book f rom Gi l lo Dor-
f les,  Der Ki tsch  (1969),  the cul-
tura l  industr ia l izat ion is  the main 
cause of  the r ise of  Kitsch ,  so we 
could say that  i t  impacted di rect-
ly  on the mass cul ture,  of  course 
for  many, the mass product ion 
of  or ig ina l  objects,  loses i ts  es-
sence, as you change scale,  and 
specia l ly  i ts  context .  But i f  we 
th ink on the other hand, i t  reach-
es more people,  and for  us,  that ’s 
the beauty in i t .  In the text  There 
Is No Ki tsch,  Only Design!  (1984), 
f rom Gert  Sel le,  as the t i t le  says, 
he aff i rms there is  no Kitsch ,  be-
cause i ts  bad def in i t ion comes 
f rom compar ing with the stan-
dard norms of  design,  and Kitsch 
doesn’t  fo l low i t ,  but works for 
the mass, being what the au-
thor would cal l ,  Socia l  Design. 
 
 Kitsch  is  about cur ios i ty  and 
taste,  and taste changes accord-
ing to per iod and h istory.  What 
once was considered Kitsch ,  to-
day might not be.  A l though we 
keep try ing to speci f ica l ly  def ine 
what Kitsch  is  and what is  not, 
there are no f ixed ru les,  as wi th 
Modern Archi tecture  for  example, 
where the lack of  ornamentat ion, 

st ra ight l ines,  and chal lenge of 
technologie are usual ly  enough 
to ident i fy  i t  so.  Stra ight l ines, 
and chal lenge of  technologie are 
usual ly  enough to ident i fy  i t  so. 
Kitsch  is  about the user and i t  is 
hard to f ind someone that doesn’t 
l ike representat ions f rom thei r  fa-
vour i te art  works,  or  p laces,  or 
tour ist ic bui ld ings.  A l though i t  is 
not the or ig ina l ,  i t  st i l l  arouses 
fee l ings.

 Reading Queer Spaces  (1997) , 
wr i t ten by Aaron Betsky,  we no-
t iced i t  was wr i t ten f rom a speci f-
ic point  of  v iew, f rom a whi te mid-
dle c lass gay man, in a stra ight 
cul ture.  A few examples he gave 
were:  the ancient  gymnasiums, 
as a “gay hangout”;  and bars,  as 
refuges.  He a lso used metaphors 
l ike:

“ I t  is  constructed of  severa l  mech- 
anisms through both t ime and 
space. These mechanisms are: 
the c loset,  the mirror,  the ges- 
ture,  and the seduct ion.”  (Paulus, 
2013)

 The Closet:  “ In th is cocoon, the 
queer person is  a l lowed to re-
ject  ‘ the f ict ion of  the establ ished 
structures. . . ’  and propose a wor ld 
of  fantasy that  is  d i rect ly  re lated
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to the body.”  (Paulus,  2013)

 The Mirror :  “Whi le archi tecture 
acts as a window searching for  a 
more per fect  wor ld,  queer space 
acts as a mirror  suggest ing a 
search for  the same.” (Paulus, 
2013)

 The Gesture:  “Gesture is  that 
which comes between the word 
and the body, between the order 
of  communicat ion that  creates an 
art i f ic ia l  env i ronment and the re-
a l i ty  of  l ived exper ience.”  (Paulus, 
2013)

 The Seduct ion:  “Seduct ion is  the 
r i tua l ized, socia l ized express ion of 
desi res or  urges that  we can per-
haps never know” (Paulus,  2013) 
 
 What about other points of  v iew? 
Is i t  for  d i f ferent ethnic i t ies,  d i f -
ferent socia l  posi t ions,  d i fferent 
genders etc.  the same? Queers 
In Space  (1997),  edi ted by Yolan-
da Retter,  Anne Mar ie Bouth i l -
let te,  and Gordon Brent Ingram, 
is  a col lect ive of  essays,  wr i t ten 
by d i fferent authors,  ta lk ing about 
pr ivate and publ ic spaces,  and i ts 
problemat ics,  and why so many of 
those places do not pass a “safe-
ty”  fee l ing for  queers .  Against 
heteronormat iv i ty,  they focus 
on t ry ing to understand how to 
make every space inc lus ive for 
everyone, rather than actual ly 
t ry ing to def ine separated ones.  
Many quest ions are made and 
of  course many can’t  be an-
swered yet ,  but the idea is  to 
work on them and try to make 
more inc lus ive spaces for  every-
one, instead of  separat ing a l l .  
One th ing we’ve learned, f rom 
di fferent margina l ized groups: the 
reappropr iat ion of  words.  Reap-
propr iat ion is  tak ing a word that 
at  f i rst  was used in a pejorat ive 
way,  and c la iming i t . 

 A few examples are “Fag”,  and 
“Nigga”.  Of course used outs ide 
of  these groups i t  can st i l l  be pe-

jorat ive,  but once the group 
c la ims i t  and uses i t  wi th pr ide,  i t 
br ings a new meaning to i t .  Kitsch 
might not be in the same group of 
these examples,  but i t  is  st i l l  used 
to cr i t ic ise people’s taste.  And so 
we asked “why not reappropr iate 
i t?”.  So f rom now on, every t ime 
we use and reference to k i tsch,  i t 
is  c lear ly  in a posi t ive way.

 Other words a lso crossed our 
way,  and we would l ike to inc lude 
them in our pro ject :  divers i ty,  in-
c lus iv i ty,  and just ice . 

 “Divers i ty  is  the pract ice or qual-
i ty  of  inc luding or involv ing peo-
ple f rom a range of  d i fferent so-
c ia l  and ethnic backgrounds and 
of  d i fferent genders,  sexual  or i -
entat ions,  etc.”  (D ivers i ty,  n.d. ) 

“The Oxford Dict ionary def ines in-
c lus iv i ty  as ´ the pract ice or pol i -
cy of  inc luding people who might 
otherwise be excluded or margin-
a l ised, such as those who have 
physica l  or  menta l  d isabi l i t ies and 
members of  minor i ty  groups´ .  The 
Cambr idge Dict ionary,  on the oth-
er hand, says i t  is  ´ the qual i ty  of 
t ry ing to inc lude many di fferent 
types of  people and t reat  them al l 
fa i r ly  and equal ly ´ . “   (F i r th,  2019) 
 
 A group of  d i fferent indiv iduals, 
wi th d i fferent character ist ics,  eth-
n ic i t ies,  sexual i ty,  etc wi thout an 
inc lus ive mindset,  they are st i l l 
separated indiv iduals,  who do not 
add to each other.  For example 
in an off ice,  laws are appl ied,  as 
percentage of  the employees with 
phys ica l  or  menta l  d isabi l i t ies, 
to insta l l  a more d iverse group, 
but that  doesn’t  mean that the 
off ice’s mindset wi l l  make these 
people fee l  equal  and g ive them 
the tools and space they need. 
An inc lus ive mindset,  a l lows to 
prevent th is group f rom having 
obstacles and they wi l l  not  just 
fee l  inc luded but a lso work bet-
ter  together and produce better 
resul ts that  work for  everyone. 
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Whi le reading about mass cul-
ture and the fo l lowing divers i ty 
and a lso the inc lus ion,  of  course 
queer spaces  became a topic.  Es-
pecia l ly  as a th i rd p lace for  the 
th i rd sex.  Those queer spaces  are 
not only spat ia l ,  but more l ike a 
space in l i fe  which is  a connec-
t ion to other queers .

 The movie Par is is  burn ing i s 
about the bal ls  in New York where 
people could dress up as anoth-
er character.  Through that many 
people got connected and had a 
rea l  space to escape to,  which 
was g iv ing them joy (cf .  Par is is 
burn ing ,  1991).  We thought about 
the th i rd p lace and that th is d i-
vers i ty  is  not part  of  the inc lus ion, 
because i t  is  separated. But what 
i f  there isonly one space, which is 
inc lus ive and integrat ive,  so that 
nobody has to fee l  separated.  

 When ta lk ing about the queer 
movement as a minor i ty,  one a lso 
encounters communal  bui ld ings 
that  are meant to serve as a safe

gather ing p lace.  One example of 
an LGBT+ center is  the Proud 
Trust  Center.  “ the proud trust”  is 
an organizat ion that  he lps lgbt+ 
young people empower them-
selves,  through groups, coordi-
nat ing courses and events.  The 
newly constructed bui ld ing has 
a dazz l ing facade and does not 
look restra ined in the urban con-
text .  Qui te the opposi te of  the 
prev ious Munic ipa l  Center.  Nev-
erthe less,  in 1988 i t  was the f i rst 
center  f inanced by donat ions (cf . 
Bar low, 2019).  The br icks of  the 
o ld bui ld ing were kept because of 
the specia l  h istor ica l  context  and 
integrated into the new bui ld ing. 
They now decided that i t  should 
“stand out”  f rom the surround-
ings,  t ry ing to balance pr ide and 
v is ib i l i ty  wi th pr ivacy and ano-
nymity (c f .  LGBT+ Centre -  The 
Proud Trust ,  n.d. ) . 

 How can Kitsch  support  Inc lu-
s ion?
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 Our ear l ier  ment ioned case study 
The V i l la  is  a smal l  step towards 
inc lus ive design in combinat ion 
with Kitsch .  I t  is  an actual  com-
munity bui ld ing with open f loor 
p lans for  a f lex ib le use.  Addi t ion-
a l ly  the outs ide decorat ion refers 
to Kitsch.  One Example is  the 
f rame of  the entry.  I t  symbol izes a 
forest  but has been t ransformed 
through mater ia l  and another use 
into a Kitschy  entry.  There is  a 
h istor ica l  meaning and the natura l 
inspi rat ion which communicates 
with the user and offers inc lus ive 
space (cf .  The V i l la ,  n.d. ) .

Kitsch  Inc lus ion 

 Inc lus ion is  our main goal ,  es-
pecia l ly  how to use another ap-
proach to encourage people to 
pract ice i t .  Kitsch ,  is  part  of  our 
research s ince a lmost the begin-
n ing,  and i t ’s  part  of  our goal  to 
use i t  as a tool  for  inc lus ion. 

 We saw how Kitsch  can be seen 
negat ive ly.  But we a lso t r ied to 
create arguments to show that 
there is  another s ide,  another 
point  of  v iew. We not iced Kitsch ’s 
def in i t ion changed f rom t ime to

t ime, and as i t ’s  many t imes put 
as a matter  of  taste,  i t  is  hard 
to create a f ixed def in i t ion of  i t . 
We intend to show, how Kitsch  is 
mani fested today and i ts  impact.

 Kitsch ,  a l though started for  in-
dustr ia l  reasons, can be conside-
red inc lus ive,  because of  how i t 
reaches a b igger number of  users. 
Even though many ins ist  that  i t ’s 
not or ig ina l  and so doesn’t  have 
a “rea l”  meaning, we do bel ieve 
that ’s exact ly  the opposi te.  Due 
the fact  that  more people can ac-
cess i t ,  even as a copy, makes i t 
more human, more ident i f iab le.  I t 
br ings a fee l ing,  sad or g lad,  that 
has an effect  on i ts  users.  Kitsch 
is  for  the masses,  and the masses
are the minor i ty  and i t ’s  the mino-
r i ty  we want to affect  posi t ive ly. 
We bel ieve Kitsch  objects,  Kitsch 
sty le,  and Kitsch  cu l ture can help 
to make spaces more welcoming, 
more comfortable and more f ree-
dom. 
 
 Besides that ,  Kitsch  g ives us an 
amazing opportuni ty to communi-
cate i ron ical ly,  as we sa id before, 
we want to have a d i fferent ap-
proach, and I rony  is  part  of  i t .
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KITSCH VILLA

 Kitsch  has no ru les,  i t  is  color-
fu l ,  p lays wi th images and sha-
pes.  I t  g ives the user a fee l ing of 
f reedom, f lex ib i l i ty  and especia l ly 
a fee l ing of  secur i ty  because of 
a l ready known, fami l iar  content. 
There are no ru les in re lat ion to 
behavior.  That fo l lowing divers i ty 
makes the space more inc lus ive, 
because i t  reaches a lot  of  people 
through accessib i l i ty.  A h igher d i-
vers i ty  of  rooms, sty les and ac-
t iv i t ies inc lude more chances to 
ident i fy  and explore yoursel f ,  and 
that ’s what the Kitsch V i l la  does.  
 
 Start ing with the f rame of  the  
dol lhouse: i t  is  the s i lhouette of  a 
rea l  house and as Kitsch  is  doing, 
we used a l ready ex ist ing forms 
or objects wi th another content. 
Whi le a typica l  house has sepa-
rated rooms connected with a 
corr idor,  those gaps are repre-
sent ing the content of  the Vi l la . 
Those spaces are hybr id and have 
no actual  borders and are not se-
parated f rom each other because 
the focus is  to inc lude as many 
people as possib le and to pro-
v ide access and opportuni t ies for 
each. The second component is 
the combinat ion of  color  codes 
and part ic ipat ive design.

 The urban park Superk i len i s  a

pr ime example for  our second 
component.  The neighborhood of 
the park has a h igh d ivers i ty  and 
those inhabi tants had an extreme 
part ic ipat ion dur ing the designing 
process.  So there are now objects 
p laced f rom al l  d i f ferent countr ies. 
The park is  separated into three 
parts and three d i fferent colors 
h ighl ight  those div ided areas.  The 
red square with an act ive,  ath let ic 
focus.  The black square reminds 
of  an urban l iv ing room with 
benches, t rees and founta ins.  The 
green park conta ins greenery and 
plants (cf .  Hermansen and Schuff , 
2016) and (cf .  SUPERKILEN – SU-
PERFLEX, 2012).

 Fol lowing the quest ion:  „How 
is Ki tsch inc lus ive?“  we want to 
show you in re lat ion to the con-
tent of  our dol lhouse that  Kitsch 
can strongly support  the accep-
tance of  d ivers i ty  and inc lus iv i -
ty.  Our main goal  is  to make an 
open space for  everyone, which 
is  inc lus ive.  So regardless of  age, 
or ig in,  be l ie f ,  re l ig ion and main-
ly  regardless of  sexual i ty.  Those 
open spaces should a lso inc lude 
minor i t ies,  which fee l  excluded or 
not accepted by the society.  In-
stead of  creat ing a th i rd,  sepa-
rated space we would inc lude a l l 
ind iv idual i t ies.
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 Addi t ional ly  we want to add cru i-
s ing spaces.  This idea came f rom 
the cru is ing pav i l ion,  part  of  the 
Venice Biennale of  Archi tecture 
2018. Cru is ing was or ig ina l ly  an 
o ld phrase which basica l ly  meant 
searching a sexual  partner act ive-
ly,  most ly  in the gay scene. And 
s ince we want to make sexual i ty 
an open theme, we would l ike to 
create curs ing spaces for  everyo-
ne (cf .  Cru is ing for  sex,  n.d. ) . 

 These spaces inv i te us to ex-
plore and develop our own iden-
t i ty  which is  one of  the dol lhou-
se‘s main points.  Those ident i t ies 
make the d ivers i ty.  Nature was 
a lways a part  of  our readings. 
In Postmodernism  and especia l-
ly  wi th Kitsch  there was a lways 
the re lat ion to i t .  Because i t  was 
t ransformed, used or inspi red by 
nature.  Our open space is  not 
only inc luding d i fferent genders 
or  sexual i t ies,  i t  is  a lso about 
d i fferent generat ions.  So regard-
less of  age. We keep in mind that 
Kitsch  is  changing in re lat ion to 
the generat ion.

 Greenberg a lso ment ioned that 
Kitsch  is  us ing raw mater ia l ,  the de-
based of  genuine cul tures and that 
i t  is  changing according to sty le.  

 “Ki tsch,  us ing raw mater ia l  ( . . . ) 
of  genuine cul ture,  welcomes 
and cul t ivates th is insensib i l i ty.
( . . . )  K i tsch changes according 
to sty le,  but remains a lways the 
same.” (Greenberg,  1939, p.  10)
So we know that Kitsch  a lso of-
fers a lot  of  facets f rom ear l ier 
cu l tures that  we would l ike to in-
c lude. I t  is  a step towards a l l  ages 
and pleas ing more needs.
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KITSCH  STUDY WITH 
CHILDREN

 To better  understand the success 
of  Kitsch  we did a Kitsch  and co-
lor  study with chi ldren.  For the 
study,  the chi ldren were prov ided 
with four d i fferent objects,  each in 
two var iants.  The f i rst  two objects 
were s imple and e lementary.  They 
d i ffered only in color.  The th i rd 
object  was a chai r,  one vers ion 
was a s imple design as one of ten 
sees in everyday l i fe .  The other 
vers ion was very color fu l ,  f lashy 
and impract ica l ,  a l ready ident i f ied 
as a k i tsch object .  The fourth ob-
ject  was a dol lhouse. 

 As with the other objects,  the-
re were two vers ions.  One very 
s imple,  made of  wood with good 
qual i ty  and the second belonging 
to the k i tsch.  I t  is  made of  p las-
t ic and conta ins many colors and 
k i tschy objects such as a f rees-
tanding bathtub that  resembles 
a shel l .  The chi ldren were shown 
one object  in each of  the two ver-
s ions and decided between them. 
I t  is  important to ment ion that  we 
had two age groups of  ch i ldren. 
This age di fference was crucia l 
for  our conclus ion,  more about 
that  later.  Group one is  between 
the ages of  s ix  and e ight.  The se-
cond group is between four and 
s ix years.  For the f i rst  object ,  the 
bui ld ing b locks,  both age groups

opted a lmost exclus ive ly for  the 
color fu l  vers ion.  This is  not yet 
k i tsch,  but the color  is  a l ready 
decis ive. 

 This resul t  was predictable but 
neverthe less important.  W ith the 
second object ,  the arched, grad-
uated bui ld ing b locks,  the deci-
s ion was even c learer.  This t ime, 
absolute ly everyone opted for  the 
color fu l  vers ion.  W ith the decis ion 
regarding the chai r,  i t  became 
more exci t ing and no longer c lear. 
Whi le the o lder chi ldren preferred 
the p la in chai r,  the younger chi l -
dren tended towards the k i tschier, 
f lashier  chai r.  Of  course,  we can-
not conclude any genera l  knowl-
edge f rom th is survey,  s ince each 
chi ld has a subject ive percept ion 
and there were not enough part ic-
ipants.  However,  th is survey was 
st i l l  meaningfu l .

 Regarding to the most import-
ant object ,  the dol l ’s  house, s im-
i lar  th ings happened as with the 
chai r.  The younger group again 
prefers the k i tschier,  cheaper ob-
ject  made of  p last ic.  In contrast , 
the o lder chi ldren more of ten opt 
for  the modern ,  p la in wooden 
house. The o lder chi ldren’s argu-
ments for  the i r  decis ion were,  for 
example,  that  i t  was better  to
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play wi th.  But indiv idual  interests 
a lso contr ibuted to the younger 
chi ldren’s decis ion,  such as the 
car in the Kitschy house. But why 
is  that? Why do younger chi ldren 
prefer  the color fu l ,  Kitschy  object , 
and why do o lder chi ldren prefer 
the less chi ld l ike object  wi thout 
Kitsch?

 I t  was interest ing to see the d i f -
ference in taste wi th only one or 
two years of  age di fference. Is 
good and bad taste a l ready more 
present at  th is age? Is th is becau-
se the genera l  bad and good taste 
is  educated to them? Or why do 
younger chi ldren prefer  the Kitsch 
vers ion? Older chi ldren seemed 
to th ink more rat ional ly  and de-
c ided because of  arguments and 
taste.  We ask ourselves i f  we a l l 
can th ink and react more intu i t i -
ve ly as younger k ids instead of 
rat ional  or  what we th ink is  good 
or bad? Can we learn anyth ing 
f rom younger k ids?

 In the book Five Faces of  Moder-
n i ty :  Modernism Avant-Garde De-
cadence Ki tsch Postmodernism  
one chapter is  deal ing with th is 
topic.  The author Mate i  Cal ine-
scu states “The infant i le  taste for 
cute th ings by i tse l f  has noth ing 
to do with Ki tsch,  becau-se the 
genera l  ‚ law of  aesthet ic inade-
quacy‘  obviously does not apply 
to i t . ”  (Cal inescu, 2006, p.  180) . 
Even i f  ch i ldren don’t  have laws 
for  aesthet ics,  “Ki tsch readi ly  ex-
plo i ts th is taste not only in chi l -
dren“  (Cal inescu, 2006, p.  180) . 
Cal inescu says “ ( . . . )  K i tsch thr i -
ves on aesthet ic in fant i l ism ( . . . )  i t 
a lso offers pedagogica l  possib i l i -
t ies”  (Cal inescu, 2006, p.  180) .

 This phenomenon of  good taste 
and bad taste p lays an important 
ro le in re lat ion to exclus ion.  Chi l -
dren don’t  know and do not act 
wi th exclus ion unt i l  i t  is  taught to 
them. Therefore,  in genera l  young 
k ids are th ink ing way more inc lu-
s ive. 

 In the same chapter a paradox 
proposed by Abraham Moles,  na-
mely,  that  the s implest  and most 
natura l  way toward “good taste“ 
passes through “bad taste” (Ca-
l inescu, 2006, p.  180) .  And that 
idea of  paradoxes accompanies 
us a l l  the t ime. For example wi th 
inc lus ion by exclus ion.  And lear-
n ing f rom k ids who seem to not 
know that much or anyth ing is 
maybe the b iggest paradox. I f  hu-
mans wouldn’t  th ink about good 
and bad there would be less se-
gregat ion.  I f  everyone th inks l ike 
a k id,  decis ions are rea l ,  intu i t ive 
and not rat ional  but they are in-
c lus ive.  These are theses that  we 
have establ ished and are pursu-
ing af ter  our survey.  The next step 
involves more deta i led communi-
cat ion with the chi ldren.

 Because of  the current s i tuat ion 
with the coronavi rus,  we could 
only meet chi ldren indiv idual ly  in-
stead of  groups. That‘s why our 
fo l lowing research is  based only 
on fewer responses.  We created 
a spreadsheet and documen-
ted a l l  the in format ion and ans-
wers.  Answers to quest ions such 
as:  what is  your favor i te toy and 
your favor i te color,  or  what does 
your dream dol lhouse look l ike? 
What do you l ike most about dol l -
houses,  what do you l ike least 
about them? 

 We were very cur ious about the 
chi ldren‘s answers,  because they 
have an imaginat ion that  we adul ts 
do not have.  The one phase we are 
interested in is  the magic phase, 
at  th is point  of  the development 
the chi ldren use the i r  own ideas 
and phantast ic considerat ions to 
f i l l  gaps of  knowledge in re lat ion 
to rea l i ty.  Educat ional  knowledge 
they don‘t  have so far  (c f .  Die ma-
gische Phase, 2021).   Among ot-
her th ings the d ist inct ion between 
good and bad and exclus ive th in-
k ing.  And th is is  exact ly  what we 
want to learn f rom the chi ldren.  In 
order to be able to present the 
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chi ldren‘s ideas in a p ictor ia l  re-
presentat ion,  we created a f rame-
work,  a f ramework for  a l l  the chi l -
dren‘s creat ive ideas.

 In the conversat ions,  the chi l -
dren expla ined to us the i r  v is ions 
of  what they would l ike to see in 
the i r  dream dol lhouse. For exam-
ple,  one boy had the idea of  p la-
c ing water splashes at  the entran-
ce so that  a l l  the dol ls  would be 
c lean before enter ing.  Or another 
idea was to p lace candy so that 
the dol ls  can use i t  as furn i ture 
but a lso snack on i t  whi le p lay ing, 
or  a l i t t le  g i r l ‘s  wish was to have 
endless money and cel l  phones. 
We got very d i fferent input,  some 
very deta i led or just  rough ideas, 
or  processes.  In genera l ,  we l i -
ked a l l  the chi ldren‘s ideas and 
some of  them were a l ready inc lu-
s ive.  L ike the wish with the food 
to share,  or  the connect ion of  a l l 
f loors.  Our dol l ‘s  house g ives us 
the opportuni ty to show negat ive 
developments as wel l .

 For example,  the desi re for  in-
f in i te money or ce l l  phones or the 
desi re for  hygiene. However,  wi th 
th is exper iment we support  not 
only inc lus iv i ty  through chi ldren 
but a lso a strong Part ic ipatory 
Design .  So our resul t  achieves 
the fo l lowing topics:  accessib i l i ty, 
inc lus iv i ty  and Part ic ipatory De-
s ign .  To make these three themes 
more present,  we decided to let 
the chi ldren paint  our scaffo ld ing 
and thus decorate i t .  S ince,  as 
ment ioned ear l ier,  ch i ldren have 
not yet  acquired the d ist inct ion 
between good and bad taste,  they 
a lso tend to use more k i tschy col-
ors and shapes. In the end, we 
have bui l t  the basic f ramework 
and created i t  consciously.
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FROM THEORY
TO PRACTICE

 “Socia l  inc lus ion is  the act of 
making a l l  groups of  people wi th-
in a society fee l  va lued and im-
portant.”  (Socia l  inc lus ion,  n.d. )

 We as archi tects,  when plan-
n ing spaces,  should keep in mind 
that  not everyone have the same 
condi t ions and needs to use 
that  same place.  Each indiv idual 
have d i fferent needs and spac-
es should be accessib le to a l l  of 
them. When tak ing into account 
the d ivers i ty  and indiv idual i ty  of 
each person, one chal lenge is  to 
get r id of  the standard idea that 
we should p lan for  the “normal” 
and have an “abnormal”  so lut ion 
for  the d i fferences. 

 When searching about Inc lus ive 
Design ,  we most ly  found texts fo-
cusing on Inter face Design ,  but 
that  could eas i ly  be adapted to our 
process.  Our main goals to create 
inc lus iv i ty  are then: to prov ide an 
equiva lent  exper ience for  a l l ,  con-
s ider ing how each person uses 
d i fferent aproaches and tools;  to 
make sure that  you are prov id ing 
an equiva lent  exper ience, regard-
less of  the c i rcumstances of  use; 
g ive contro l ,  enabl ing people to 
deal  wi th the process in the way 
they prefer ;  to prov ide a l terna-
t ives for  the complet ion of  the

task,  consider ing  the i r  c i rcum-
stances.

Part ic ipatory Design

 Part ic ipatory Design  ca l ls  people 
interested in us ing or appropr iat-
ing the resul ts of  a pro ject  “par-
t ic ipants” and not just  users,  i t 
p laces the pro ject  at  the center  of 
changes in the i r  work condi t ions, 
empower ing the i r  part ic ipat ion 
in decis ion making in a concrete 
way.

Leaving as ide the or ig ina l  eman-
cipatory intent ion of  Part ic ipatory 
Design .  The methods are appl ied 
as iso lated exerc ises in part ic ipa-
t ion,  wi thout a commitment to im-
plement the user’s proposals.

We want to br ing a Part ic ipato-
ry process to our pro ject  and as 
the name says,  “Part ic ipatory De-
s ign”  is  a design pract ice where 
profess ionals wi th more exper i-
ence in design methods, work to-
gether wi th people who have less 
exper ience, or  non (people f rom 
di fferent contexts,  exper iences, 
profess ions,  interests and etc) , 
involv ing themselves in creat ion 
processes.

 The spaces for  co-creat ion can 
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or s low communicat ion (cf .  Brut , 
n.d. ) .  A lso we rea l ized dur ing our 
Kitsch  Study and the whole par-
t ic ipatory process how import-
ant and e lementary communi-
cat ion is .  Only through th is can 
one understand and respond to 
the needs, opin ions and under-
standings of  the other person. 
But in Gabu Heindl ’s pro ject ,  de-
spi te many obstacles,  there was 
a very successfu l  resul t  and, 
above a l l ,  a socia l  mi lestone. 

 We bel ieve i t ’s  important to br ing 
the user into the whole process. 
We as archi tects and designs 
learn how to have contro l  on the 
pro ject ,  and especia l ly  on the 
f ina l  resul t .  But maybe i t ’s  rea l-
ly  t ime to stop t ry ing to “guess” 
what’s better  for  the user,  but let 
them fu l ly  part ic ipate.  Doing that 
we wi l l  not  just  be able people to 
choose what’s best for  them, we 
wi l l  a lso create more inc lus ion.
We want both in our design pro-
cess,  so we decided we are just 
gonna be responsib le for  the 
f rame of  the dol lhouse, but the 
k ids are gonna be the ones to 
choose what objects they want, 
part ic ipat ing of  the design pro-
cess,  and wi l l  be able to paint  the 
dol lhouse as they want

 We bel ieve inc lus iv i ty  is  not just 
an important topic,  but a neces-
sary one. We decided then, to not 
fo l low th is standart  way of  th ink-
ing when t ry ing to bui ld more in-
c lus ive,  which in our opnion is 
excluding to inc lude. We bel ieve 
k ids are by nature inc lus ive and 
can help us to open our mind and 
th ink outs ide the box.  Larger par-
t ic ipatory pro jects have usual ly  a 
rea l ly  t ight  budget,  which makes 
harder to fu l ly  do as p lanned, and 
doesn’t  a l low the pro ject  to be as 
f lex ib le as the part ic ipants want-
ed to.  Of course i f  we are gon-
na go deep into the subject ,  we 
would need another book just 
about that . 

occur at  any moment of  the pro j-
ect ,  both in design and execu-
t ion.  Fre i  Otto’s Eco-House  is  an 
excel lent  example of  part ic ipat ion 
in the process of  bui ld ing one’s 
own home. In th is pro ject ,  the ar-
chi tect  created three s imple re in-
forced concrete structures with 
a lot  of  construct ive f reedom. 
The future res idents p lanned 
themselves,  wi th the support  of 
t ra ined archi tects.  The indiv idual 
leve ls are remin iscent of  shelves, 
in which rooms are inserted l ike 
drawers.  The a im of  the pro ject 
was a lso a c l imate-f r iendly and 
energy-sav ing design for  harmo-
ny between man and nature (cf . 
“Ökohaus” Ber l in,  n.d. ) .

 Another exemplary pro ject  wi th 
part ic ipat ion in the design pro-
cess is  the Theater  Brut  in V ien-
na. These events are organized 
and led by Gabu Heindl .  She is 
involved in the urban context  and 
t r ies to solve urban conf l icts.  She 
f inds solut ions for  th is in democ-
racy and thus a lso through Par-
t ic ipatory Design  and a lso in the 
bui ld ing process.  Her strategy is 
to look into the past of  urban uto-
pias and search for  concepts of 
the urban planning of  the future. 
The biggest problem with democ-
racy,  in Gabu Heindl ’s eyes,  are 
the part ic ipants.  Because every-
one part ic ipat ing and communi-
cat ing at  the same t ime is  never 
possib le.  There is  a lack of  t ime, 
communicat ion and resources to 
part ic ipate.  So certa in groups 
have to be represented, inc lud-
ing the future generat ion.  Dur ing 
these design processes,  the par-
t ic ipants are the most important. 
Thus the part ic ipatory space pro-
duct ion.  I t  was p lanned together, 
col lect ive ly,  wi th a lot  of  commu-
nicat ion,  and without any master 
p lanners.  The focus is  c lear ly  on 
communicat ion and requires a lot 
of  t ime. The archi tecture,  the aes-
thet ic of  the space ref lects those 
problems. Problems l ike a smal l 
budget,  conf l icts,  invest igat ions
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art ists pay c lose attent ion to the 
needs of  ch i ldren and g ive them 
everyth ing they need: shel ter, 
space, food and plenty of  room. 
There are no store-bought toys, 
but they don’t  need that.  They 
bui ld and create the i r  own toys 
out of  t i res,  garbage cans and 
wood (cf .  Balt ic Street  Adventure 
Playground,  n.d. ) .  Th is shows 
how creat ive chi ldren can be with 
a lot  of  f ree space.
 
 An urban playground that does 
not focus on chi ldren,  but a l l  peo-
ple is  the  La Ciudad Si tuada, by 
Campo de Cebada. This urban 
space is  located in Madr id and 
was created on an unused area. 
A l l  the work was part ic ipatory and 
f ree ly shared. Through the mot i-
vat ion of  the res idents around the 
urban space created an exempla-
ry pro ject .  Exemplary in the sense 
that  land is  better  used and in-
c ludes as many users as possib le. 
This creates att ract ive space that 
can enhance an ent i re ne ighbor-
hood. The democrat ic and part ic-
ipatory approach should mot ivate 
neighborhoods. The space is  now 
ut i l ized by many di fferent act iv i -
ty  possib i l i t ies.  There are sports 
f ie lds,  workshop, f lower beds, 
space for  events,  table tennis ta-
bles,  water courts, . . . .  Repl icabi l -
i ty  has been emphasized through 
publ ic documentat ion and cal ls 
for  better  and more inc lus ive use 
of  p lazas (cf .  Campo de Cebada, 
n.d. ) .  Here,  too,  expensive equip-
ment is  del iberate ly avoided, con-
f i rming that  i t  does not take a lot 
of  money and mater ia l  for  a suc-
cessfu l  publ ic pro ject ,  s imi lar  to 
the Balt ic Street  Adventure Play-
ground.

 Our goal ,  is  to show that th ings 
can be s impler  than we th ink,  that 
somet imes we have to lose the 
contro l  to have a f ina l  resul t  that 
is  good for  most. 

 There are d i fferent approach-
es for  Part ic ipatory Design ,  of 
course i t  depends of  the pro j-
ect  and the people part ic ipat ing. 
Some projects have the users 
work ing together on d iscussion 
process,  so the profess ionals 
take into account the users ideas 
and opnions and f rom that work 
with the i r  on solut ion.  We decid-
ed to work with part ic ipat ion a lso 
in pract ice,  which a l low the us-
ers,  or  better,  part ic ipants to a lso 
make decis ions whi le the execu-
t ion process.  They are not just 
g iv ing the ideas,  they are putt ing 
into pract ice.

Focus on Chi ldren 

 In our fo l lowing steps we start-
ed to deal  wi th chi ldren and the i r 
way of  th ink ing.  We came to th is 
because Kitsch  is  a lways taken 
up as something negat ive.  But 
chi ldren do not hold th is v iew. 
For them i t  is  of ten the case that 
the more color fu l ,  the Kitschier 
and the more mixed the better. 
Through the i r  st i l l  very untouched 
way of  th ink ing,  we can gather 
many ideas.  The env i ronment is 
format ive for  a chi ld and teach-
es what is  r ight  and wrong, or 
what is  beaut i fu l  and ugly.  But the 
younger the chi ld is ,  the less i t 
has been changed or in f luenced 
by an env i ronment.  We want to be 
inspi red by the imaginat ion and 
inc lus iv i ty  of  the chi ldren.  S ince 
dol lhouses are a imed at  ch i ldren, 
we th ink i t  is  a good idea to let 
ch i ldren design for  themselve. 
Through them we can pick up the 
themes: accessib i l i ty,  inc lus iv i ty 
and Part ic ipatory Design .  An ex-
ample of  ch i ldren’s creat iv i ty  in 
p lay is  the Balt ic Street  Adventure 
Playground  by Assemble pro ject . 
In th is pro ject ,  the archi tects and
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The Framework

Our f ina l  f ramework is  based on 
the Dom-Ino structure by Le Cor-
busier.  This very typica l  modern 
st ructure is  very s imi lar  to the 
or ig ina l  in the lower leve l ,  but then 
dissolves in he ight and becomes 
more loose and f lex ib le.  On the 
upper leve l  i t  is  remin iscent of  the 
pro ject  On a g iant  cora l  far  away 
by Supergroup London. „Design-
ers,  Morag Myerscough and Luke 
Morgan wanted to make a house 
that  inspi red imaginat ion,  adven-
ture,  storyte l l ing and fun.“  (Fe i re-
iss,  2014, p.  67)  S imi lar  to our 
pro ject ,  there are many di fferent 
objects wi th d i fferent stor ies in 
the Coralhouse .  Through the col-
laborat ion with severa l  ar t is ts, 
each of  whom part ic ipated in the 
pro ject  in a d i fferent way,  one can 
a lso speak of  Part ic ipatory De-
s ign.  The target group are chi l -
dren with d i fferent backgrounds 
and disabi l i t ies,  so the dol lhouse 
has to serve on severa l  leve ls of 
complex i ty.   We advocate „ the 
openness of  i ts  design and the

high leve ls of  dexter i ty,  which en-
ables i t  to be enjoyed by younger 
chi ldren,  or  those with impaired 
eyesight and/or d i ff icu l t ies wi th 
mobi l i ty.“  (Fe i re iss,  2014, p.  67) 
and we would l ike to adopt th is 
k ind of  inc lus ive th ink ing.

 We found the Modern  st ructure 
of  the Dom-Ino  House  part icu lar ly 
interest ing because of  the f lex i-
b i l i ty  in the open f loor p lan and 
therefore a l l  the rooms. The struc-
ture consists of  a min imal  choice 
of  objects and mater ia ls .  There 
are leve ls of  concrete supported 
on a few th in re inforced concrete 
columns at  the edges (cf .  Dom-
Ino House ,  n.d. ) .  Due to the few 
supports at  the edges, the design 
of  the spaces is  complete ly inde-
pendent.

 Joan L i t t lewood and Cedr ic Pr ice 
designed a bui ld ing,  the  Fun 
Place ,  in  1961. The goal  was to 
create a f lex ib le bui ld ing,  us ing 
technology.  Thus,  one can speak 
of  a machine that  responds to the 
needs of  people.  F lex ib le because
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i t  adapts to socia l  and cul tura l 
c i rcumstances.  S ince society is  in 
a constant state of  change, the 
Fun Place  is  a lso a lways in mo-
t ion.  The f ramework is  f lex ib le and 
the programmable spaces can be 
used f lex ib ly.  The  Fun Palace  is 
constant ly  changing, is  dedicat-
ed to the future and has a f lex-
ib le f ramework and thus a lways 
adapts to the needs of  the users 
(cf .  Cedr ic Pr ice.  Fun Palace  for 
Joan L i t t lewood Project ,  Strat ford 
East,  London, England (Perspec-
t ive) ,  n.d. ) . 

 In our case,  the f ramework is  not 
f lex ib le but adapts to the needs 
dur ing the design process by par-
t ic ipat ing I t  is  therefore not future 
proof  but focuses on the current 
needs.  So we don’t  need a f lex ib le 
f ramework,  only the content has 
to be f lex ib le to address every-
body and we have achieved that 
t rough our Part ic ipatory Design . 
  
 S ince in the c lass ic dol lhouses 
chi ldren a l ready have pre-pro-
grammed rooms with correspond-
ing funct ions,  th is severe ly re-
str icts imaginat ion and f reedom 
dur ing p lay.  Due to the maximum 
freedom in the Dom-Ino  st ructure, 
they can take on the ro le of  ar-
chi tect  themselves and decide on 
wal ls ,  layout and furn ish ings.  This 
makes i t  possib le to implement 
and vary the d i fferent ideas and

wishes of  the chi ldren.  In order to 
mainta in the aforement ioned f ree-
dom, we have taken our cue f rom 
dol lhouses that  have a l ready been 
bui l t .  Each f loor should be large 
enough to get in effort less ly by 
hand and be able to set  th is up. 
The proport ions were decis ive, 
as i t  should a lso not be too big, 
but f i t  the chi ld.  We del iberate ly 
chose a p la in f rame, as i t  is  not 
the main design e lement.  As the 
word f rame a l ready expla ins,  i t 
is  something enclos ing,  in which 
the important th ing happens. In a 
museum, for  example,  one does 
not pay attent ion to the p icture 
f rame but to the content,  the p ic-
ture.  We would l ike to use a s im-
ple f rame to focus on the design 
of  the rooms by the chi ldren in-
s ide the f ramework.  Because the 
fascinat ing th ing is  how chi ldren 
have enough room for  creat iv i ty 
to turn something s imple and ba-
nal ,  l ike the f rame into something 
color fu l  and inc luding.

 Passing on the ro le of  archi tect 
to chi ldren is  an exci t ing exper i-
ment,  but ra ises many quest ions. 
Af ter  a l l ,  to what extent do we 
archi tects st i l l  p lay a ro le when 
chi ldren suddenly take over the 
design? We see th is as an exper-
iment,  because we see the I rony 
behind the fact  that  ch i ldren cre-
ate designs dur ing a game, for 
which we study for  years.  By de-
s igning and bui ld ing our f rames, 
we have contro l  in the beginning, 
but in the design process we hand
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ry Process ,  the chi ldren then 
used the i r  toys to g ive sugges-
t ions for  set  up and use.  They 
were able todecorate the rooms 
with objects of  the i r  own choos-
ing.  This some t imes resul ted in 
very creat ive ideas with Kitschy 
objects through part ic ipat ion.  A 
paper quick ly became a s l ide.  I f 
there was no bed, the chi ldren 
took blankets and bui l t  one.  P las-
t ic parts were converted as te lev i-
s ions,  ref r igerators,  or  the hat to 
a pool .  I f  we had bought a fu l ly 
furn ished dol l ’s  house and g iven i t 
to the chi ldren,  th is creat ive th ink-
ing and implementat ion would not 
have happened. 

Process of  the f ina l  dol lhouse

After  decid ing on a precise layout 
and exact d imensions,  we start-
ed with Step 4,  bui ld ing the f ina l 
f rame. For the e lementary mater ia l 
we decided to use wood. Al ready 
dur ing our Kitsch  K ids Study we 
not iced that  ch i ldren preferred the 
color fu l  objects over the wood-
en ones.  Accordingly,  the idea is 
to start  wi th a very p la in,  natura l 
mater ia l  and through the Process 
the chi ldren wi l l  t ransform i t  into
something very color fu l  and 
eye-catching.  In order to make 
the dol l ’s  house accessib le to ev-
eryone and a lso  inv i te the user to 
bui ld and part ic ipate in i t ,  we cre-
ated a pattern.  W ith i t  the users 
can easi ly  rebui ld the f rame. This 
pattern can be found in the back 
of  the appendix.  We connected 
the f ina l  corr idors wi th wooden 
supports,  which were connected 
with dowels.  The use of  dowels 
guarantees a lot  of  f lex ib i l i ty,  so 
we can take i t  anywhere and can 
be rebui l t  at  any t ime. However, 
only we, the archi tects,  can set  i t 
up.  The chi ldren are involved only 
af ter  the construct ion,  s ince we 
prov ide the f ina l  f rame. 

 The next step, step 5,  involves 
paint ing and decorat ing.  This 
step is  very interest ing,  because

i t  over to the chi ldren,  a l low th ings 
to change and let  them inspi re us. 
In addi t ion,  i t  is  a lso very i ron ic 
to use a modern  st ructure that 
stands for  p la in and min imal  use 
and complete ly change i t  through 
colors,  objects and design and 
let  i t  become k i tsch.  F ina l ly,  we 
memor ize the design ideas and 
put together those of  the d i ffer-
ent chi ldren and regain some 
contro l .  Even though we studied 
for  i t  and gathered a lot  of  knowl-
edge, we are not the ones us ing 
i t .  So why not involve the users? 
no one knows better  than them 
what is  important and good for 
them. Whi le archi tects ask them-
selves “How do we want to l ive?”, 
we now ask ourselves “How do 
we want to p lay?”.  And th is ques-
t ion can best be answered by the 
user,  in th is case the chi ld.  Thus, 
i t  is  a s imulat ion for  part ic ipat ion 
in design for  rea l i ty.

 However,  we had no inf luence 
on the f ina l  resul t  and had to re-
l inquish contro l .  Th is ro le d ive 
was very unusual  for  us,  but a lso 
very interest ing.  Af ter  a l l ,  as ar-
chi tects and designers,  we are 
used to hav ing contro l  over pret-
ty much everyth ing about a pro j-
ect ,  especia l ly  the end resul t .  But 
why should we cont inue to th ink 
that  way? Al ready in our test  run 
the k ids were very exci ted to be 
able to paint  on the i r  dol lhouse, 
and i t  was interest ing that  even 
each k id had the i r  own sty le,  they 
st i l l  t r ied to put i t  together them-
selves,  and even when one sa id 
“oh no, I  made such a mess,”  the 
other was very understanding and 
sa id “hey,  the best art is ts make 
messes when they paint .”  I  mean, 
th is just  re inforces our theory that 
k ids are more inc lus ive and that 
we should t ry to th ink l ike they 
do somet imes. Every sty le,  every 
opin ion is  welcome and the most 
important th ing is  that  everyone 
fee ls inc luded.

 To cont inue with the Part ic ipato-
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stead of  the brush. Thei r  pa inted 
f loors are very gray and dark,  but 
that ’s because they had no idea 
about the mix ing rat ios,  because 
they used a lot  of  d i f ferent col-
ors.  At  f i rst  we were a b i t  shocked 
and thought about start ing a l l 
over again,  but quick ly remem-
bered our study.  Aesthet ics don’t 
matter  here,  and just  because we 
learned that a mixture of  many 
colors is  “ugly”  doesn’t  mean 
much. We have a l ready been too 
impr inted. In the end, we are very 
happy with our l i t t le  ar t is ts,  have 
not changed, but adopted every-
th ing. 

 For the f ina l  step, the Decorat-
ing,  we met again wi th other chi l -
dren.  Unfortunate ly we couldn’t 
go to a k indergarten,  but we t r ied 
to reach as many di fferent chi l -
dren as possib le.  This t ime we 
had only 3 chi ldren present to 
communicate in more deta i l  wi th 
them, to help and a lso for  more 
deta i led documentat ion.  The chi l -
dren were a l l  very mot ivated and 
quick ly interested in the color fu l 
toys we brought.  They accepted 
th is wi thout hes i tat ion.  Sett ing 
up couldn’t  start  fast  enough for 
them. At f i rst ,  i t  looked l ike a col-
or fu l  chaos to us.  Many objects 
were put in wi thout th ink ing care-
fu l ly  and therefore seemed out of 
p lace.  But th is is  exact ly  what is 
so important for  us to exper ience. 
They set  everyth ing up much 
more intu i t ive ly.  For example,  a l l 
the beds they found were p laced 
on the same leve l ,  a lmost next  to 
each other.

 Whi le we, as archi tects,  would 
create d i fferent bedrooms, the 
chi ldren were making a s ingle 
s leeping area.  However,  there 
were a lso s i tuat ions that  they rec-
ognized precise ly and changed 
thoughtfu l ly.  For example,  they 
bui l t  a smal l  ramp on the lowest 
f loor or  a ladder for  the top f loor. 
The tunnel  was a lso part icu lar ly 
exci t ing for  them. I t  was insta l led

here for  the f i rst  t ime we gave a l l 
the power and decis ion about the 
design to the chi ldren.  From now 
on, the chi ldren had tota l  power. 
We stood by them every step of 
the way, communicat ing,  he lp ing 
and learn ing f rom them. Howev-
er,  a l l  decis ions for  the design 
remained with the chi ldren.  For 
both steps,  paint ing and deco-
rat ing,  we prov ided two boxes of 
mater ia ls .  The only th ing was not 
to set  l imi ts for  the chi ldren,  but 
to have every possib le mater ia l , 
so that  they have a l l  possib i l i t ies. 
The objects for  decorat ing were 
objects f rom the Kitschstudy and 
objects that  we saw as import-
ant or  appropr iate.  For example, 
as we ment ioned above, the k ids 
wanted l ights,  an a larm system, 
rugs,  and more.  This is  exact ly 
why you can f ind such objects in 
the box for  decorat ing. 
For the paint ing we inv i ted f ive 
chi ldren aged 2-10 years.  I t  was 
very not iceable that  the two older 
chi ldren,  aged 7 and 10, a l ready 
knew the process of  paint ing. 
They were very surpr ised when 
we expla ined that  there were no 
l imi ts,  ru les or  expectat ions.  Here 
you can see that  they had been 
inf luenced by the i r  env i ronment in 
k indergarten or school  and imme-
diate ly  associated paint ing with 
grading or evaluat ion.

 They were very mot ivated and 
creat ive when they understood 
that th is d id not matter  here.  In 
the beginning they were st i l l  inse-
cure,  ask ing “ is  th is okay?”,  but 
wi th t ime they understood that 
they could do what they wanted. 
The resul ts were very color fu l ,  d i-
verse and creat ive.  The second 
group of  ch i ldren was younger, 
and we were actual ly  there when 
they held a brush in the i r  hands 
for  the very f i rst  t ime. 

 At  f i rst  they were afra id,  but hard-
ly  dared to touch the paint .  In the 
end, they sat  wi th both knees in 
the paint  and used the i r  hands in
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 Throughout Kitsch ,  accessib i l i ty 
is  achieved, as i t  is  easy to un-
derstand and popular  among the 
mass. This accessib i l i ty  supports 
the Part ic ipatory Process ,  which 
was one of  our main goals when 
creat ing Inc lus iv i ty. 

 Where is  the I rony  in  our dol l -
house? By tak ing a Modern  st ruc-
ture and handing i t  over to the 
k ids,  who don’t  have any pro-
fess ional  knowledge, to design 
i t .  They do not d ist inguish be-
tween what is  ca l led “good taste” 
and“bad taste”,  Kitsch  is  then au-
tomat ica l ly  created, which starts 
answer ing the quest ion “why is  the 
dol lhouse Kitsch?”,  besides get-
t ing inspi red by a Modern  st ruc-
ture and changing i ts  mater ia l  and 
context ,  the k ids p layed with ob-
jects that  are a lso put in a d i ffer-
ent context  and mater ia l  f rom i ts 
f i rst  and or ig ina l  purpose. We be-
l ieve i t  is  important,  especia l ly  for 
our theory,  to hand over decis ion 
making power to the part ic ipants, 
as they,  better  than anyone, know 
what the i r  main needs are.

and played r ight  at  the beginning. 
The chi ldren a lso found the chain 
of  l ights and blue l ight  lamp par-
t icu lar ly  interest ing.  Both were 
f requent ly  used and changed, 
and they would have l iked to have 
more of  them. Numerous exci t ing 
s i tuat ions arose with in the dol l ’s 
house, which conf i rmed our the-
ory.  The chi ldren thought very 
carefu l ly  about the connect ion of 
the indiv idual  f loors or  what the 
dol ls  could use.

 We especia l ly  loved the newly 
bui l t  table.  S ince apparent ly  no 
table was avai lable,  a boy took a 
bed without fur ther ado turned i t 
over and f rom now on th is was a 
table.  Or the shel l  was converted 
into a bed and the matching dol l 
was sought.  We were fascinated 
how quick ly the chi ldren took on 
the s i tuat ion and only wi th in a few 
minutes had numerous ideas and 
objects in the house a l ready had 
a f ixed place.  The biggest d i ffer-
ence between the k ids and us ar-
chi tects was def in i te ly  the f ree-
dom. Whi le we of ten fo l low ru les 
and th ink sensib ly about what f i ts 
how, the chi ldren have a l ready 
f i l led an ent i re house. 

 They don’t  th ink about logica l 
sequences and ru les but arrange 
the whole house according to 
the i r  own creat ive ideas.  This has 
made a last ing impress ion on us 
and fascinated us.  In conclus ion, 
we were able to exper ience our 
theory very successfu l ly.  We were 
able to work with many di fferent 
chi ldren through our part ic ipat ive 
design,  achieved great resul ts ev-
ery t ime and exper ienced inc lu-
s ion.  

 Through our process,  we were 
able to exper iment our estab-
l ished theory on how Kitsch, 
through k ids,  can have a posi t ive 
impact in Inc lus ive Archi tecture . 
One requirement for  th is to hap-
pen, was the successfu l  reappro-
pr iat ion of  the word Kitsch.
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provide box of objects to not set any limits in creativity 
Objects from our kitschstudy and objects that 

we saw as important or appropriate

                                                           
                                

  
  
  
  
  
  
  
  
  
  

  

   
  
  
  
Ste

p 1

stood by them every step of the way, communicating, 
helping and learning from them 
all decisions for the design remained with the children

Step 2

hand over control

let the process begin

         Step 3

Decorating the Dollhouse
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