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“[…] the planet is in urgent need of critical care” (Fitz, 
Krasny and Architektur Zentrum Wien, 2019, p. 10)

Every Friday young people around the world 
demonstrate on the streets to raise awareness 
about global warming and its consequences. There 
are many ways to counteract and also architecture 
has a big impact. This thesis aims to regain what is 
commonly known as natural balance. To achieve this, 
the mechanisms of the world are analysed from a 
hypothetical standpoint. Starting with explaining the 
conception of global warming being a Hyperobject that 
is impossible to avoid, this thesis sees the solution in 
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not trying to resist outer influences – on the contrary, 
even use them. In this sense, architecture should treat 
the needs of all beings equally, because they are all 
part of the system and therefore they are all important 
to regain the balance, which is essential to all beings.

How can we use irony to create architecture in which 
humans and non-humans are treated equally and 
benefit from each other? 
 
This is what this thesis tries to answer. The beginning 
of the answer lies in the following statement: “Irony is 
just the aesthetic exploitation of gaps” (Morton, 2013, p. 

46). By exploiting the gaps between humans and non-
humans, between human’s perception and reality, and 
between knowledge and truth, architecture treats what 
is called the Sublime. The Sublime is an experience 
incomparable to any other. It is “a pleasure mixed with 
pain and a pleasure that comes from pain” (Lyotard, 
2005, p. 98).
The first part of this book explains the connections 
between these topics and architecture in a theoretical 
way and compares it to other buildings. The second 
part documents a design process of a dolls’ house that 
resolves out of this theory. Furthermore, the appendix 
shows further research topics.
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OF HYPEROBJECTS 
AND THE MESH

In Timothy Morton’s (2013) essay Poisoned Ground: 
Art and Philosophy in the Time of Hyperobjects, 
which is the starting point for this thesis, he introduces 
Hyperobjects and relates them to art. He also writes of 
the new age, the Anthropocene, in which we live.
In the first part, Thinking outside the Human, he focuses 
on words like speculative realism, correlationism or 
object-oriented ontology. In this context he briefly 
requotes some well-known philosophers like Gottfried 
Wilhelm Leibniz, Quentin Meillassoux, Graham Harman 
and Martin Heidegger (Morton, 2013, pp. 37–38).
The second part, The end of the world, mainly consists 
of the idea of interwovenness. Morton explains that 
everything coexists with everything and he mentions 
the so-called time of Hyperobjects, which is equivalent 
to the ecological crisis, in the broadest sense (Morton, 
2013, p. 39).
In the third part, Dawn of the Hyperobjects, Morton 
focuses on the explanation of the Hyperobjects which 
he describes as being viscous, molten, nonlocal, 
phased and interobjective (Morton, 2013, pp. 40–42).
In the fourth part, The time of Hyperobjects, he dwells 
on the explanation of that time and connects it with his 
idea of the so-called Mesh (Morton, 2013, pp. 42–44).
In the last part, Art in the Time of Hyperobjects, he gives 
some examples how Hyperobjects can now be related 
to art. He also interprets George Wilhelm Friedrich 
Hegel’s three phases of art, Phase 1 – Symbolic Art, 
Phase 2 – Classical Art and Phase 3 – Romantic Art. 
Furthermore he adds one additional Phase – The Time 
of Hyperobjects (Morton, 2013, pp. 44–50).

Architecture in the time of Hyperobjects

Timothy Morton (2013, pp. 37–39) describes 
Hyperobjects as, “entities that are massively distributed 
in time and space. […] Entities that can be thought and 
computed, but not directly touched or seen.” To make it 
clearer, Hyperobjects are for instance global warming, 
nuclear radiation, tectonic plates, biosphere or 
evolution (Morton, 2013, p. 39). In the following, these 
objects should be characterised or more precisely 
their properties should be listed and explained. First, 
they are viscous (Morton, 2013, p. 40). This means 
that the more we know about them, the more we are 
glued to them. At the moment, when we enjoy our 
freedom, something emerges that ends this possibility 
of free play. Second, Hyperobjects are molten (Morton, 
2013, p. 40). This basically means that some of them 
are strong enough to distort space-time. In general all 
objects can melt and ripple time. Third, Hyperobjects 
are nonlocal (Morton, 2013, p. 40). In this context 
Levi Bryan’s local manifestation was mentioned. 
As an explanation Hyperobjects invert reality and 
appearance, which disturbs the human’s category of 
here and there, for example. Forth, Hyperobjects are 
phasing (Morton, 2013, p. 40), which means they are 
partly invisible for three-dimensional humans, and 
therefore they seem to come and go like seasons. The 
last property is interobjectivity (Morton, 2013, p. 40), 
which plays a major role in the so-called Mesh, which 
will be explained later.
The appearing question now is, how these Hyperobjects 
can be related to architecture.
The architect and academic Peter Trummer taught a 
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design studio, which aimed to develop an architectural 
project for the city that is not driven by science or 
guided by empirical case studies. The studio designed 
new forms of architecture for a contemporary city, in 
which objects of any kind, like machines, buildings, 
landscapes or artificial environments are under the 
influence of Hyperobjects (Trummer, no date). All in all 
Hyperobjects affect humans’ daily life and architecture. 
Hyperbuildings become the author of today‘s cities 
(Trummer, no date).
Another example is 2 Houses of Marfa. This is one 
piece of a series of photocopies that are accompanied 
by texts by Ester Partegas. She looks at her photos 
from a hyperobjective point of view (Partegàs, 2018). 
In a poem she compares the houses with a human face 
and points out that there is no difference. Humans as 
well as architecture just render the real.
According to Morton, everything is part of the Mesh and 
therefore everything just renders the reality. Architects 
have to act according to this awareness. Lyotard (2005, 
p. 97) says that 

„Art creates a world apart […], Eine Nebenwelt, 
one might say in which the monstrous and the 

formless have their rights because they can be 
sublime.” 

There is no possibility of excluding the monstrous 
and formless Hyperobjects. Architects need to stop 
trying to make their buildings as resistant as possible, 
because they can never be fully resistant, since they 
are a part of the Mesh. We need to consider the effects 
of Hyperobjects on the design and the effects of the 
design on the Hyperobjects carefully and let them 
interact in a proper way. In this way, Hyperobjects can 
be made visible or rather make themselves visible.

Strange Strangers

Thinking of the butterfly effect Small events like a sack 
of rice falling over somewhere in China, can have an 
effect on a hurricane in the US. But if we break it down 
even more, there are smaller things that have a huge 
impact. Thinking of DNA, atoms, protons, neutrons and 
electrons, which  almost everything can be explained 
with. This also is the main idea of the Strange 
Strangers. Morton (2013, p. 43) uses the example of 
mice to explain that. Mice are what we call them. But 
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they only remain mice as long as they pass on their 
genome, which in neo-Darwinism is called satisficing, 
which is performative standard for existing. But there is 
no mouse-flavoured DNA. There is not any flavoured 
DNA. It always is a process of mutation or insertion. 
This means there is a mouse, but the mouse is a non-
mouse. For Morton this is a Strange Stranger (2010, 
cited in Morton 2013, p. 43).

The interobjectivity

“Every event is a kind of inscription in which one object 
leaves its footprint in another one”, Morton (2013, p. 
41) explains that with the example of a dinosaur’s 
footprint. Archaeologists find the print of a dinosaur’s 
foot on a rock, which appears as a hole in a rock. Even 
though it was found sixty five million years later, there 
is a connection between the dinosaurs, the rock and 
present humans. During the dinosaur’s time there 
was “another region of interobjective space in which 
impressions of the dinosaur are transmitted” (Morton, 
2013, p. 41). So even the dinosaur fails to know itself 
and can only give a rough translation, which means for 
example mosquitos have their own sample of dinosaur-
ness (Morton, 2013, p. 41). A children’s drawing of a 
dinosaur is not a dinosaur, because there is a real 
dinosaur.
Another example Morton (2013, p. 41) mentions is the 
one of the black hole. He says that these holes are 
there as photos in magazines or on the Internet, but 
not evidently. Morton also mentions that if somebody 
would climb in such a hole and would make a video, 
one would not know more about this phenomenon, 
because the video is not such a hole. This topic 
of interobjectivity directly leads to the Mesh where 
everything is connected to each other and everything 
is only as it is due to its relations to everything else.

The Mesh

This is how Morton (2013, p. 43) explains the Mesh 
that he introduces in his essay: It is “disturbingly 
entangled, without centre or edge, so finely interwoven 
that everything is caught in it.” It can be even stated 
that the Mesh is all there is. Humans have an idea of 
the world, they have an idea of how it functions, but this 
concept is only possible if we can distinguish between 
here and there or foreground and background. But this 
distinction is not possible anymore with the awareness 
of Hyperobjects. “The notion of a single, solid, stable 
ground collapses into a series of hyperobjects“ 
(Morton, 2013, p. 39).  In other words there is not a 
system in which we live, but an “uncanny coexistence 
with other beings“ (Morton, 2013, p. 39). There is an 
interrelationship between humans and non-humans 
and they all cohere, which means every little action has 
an impact on all the other objects involved.
Morton (2013, p. 41) explains that with a video of him, 
where he filmed an ancient bamboo forest in central 
Taiwan. While watching the video the wind in the 
bamboo can be heard, different pictures on the screen 
appear and bamboo stems are clicking together. 
Everything is connected. Everything is part of one 
moment. Everything is part of the Mesh.
Again the question is, how the Mesh can be related 
to architecture. Architecture has always been and 
will always be part of the system, of the Mesh, like 
everything. This means, architects are planning a part 
of the Mesh. The only new thing is the awareness about 
it. In an ironic way we need to consider decay, in order 
to avoid it. Whenever architects design something they 
should be aware of the fact that whatever they do can 
have an impact on the whole world. Therefore Morton 
(2019, 34:33) emphasises: “Be careful what you 
design, because you are literally designing the future.”



20

[F
ig

. 0
5]

 W
at

er
 L

ili
es

 b
y 

C
la

ud
e 

M
on

et

[F
ig

. 0
6]

 B
la

ck
 S

qu
ar

e 
by

 K
az

im
ir 

M
al

ev
ic

h

[F
ig

. 0
7]

 F
re

e 
Fo

rm
 b

y 
Ja

ck
so

n 
P

ol
lo

ck

[F
ig

. 0
8]

 C
on

co
rd

 b
y 

B
ar

ne
tt 

N
ew

m
an



21

THE SUBLIME

Now

Time has always been a highly discussed topic in 
philosophy. The present can be considered as the 
transition of a moment from future to past and since 
it has no expansion in time, its existence can be 
subjected to doubt. Lyotard (2005, p. 90) focuses on 
a line of thoughts that tries to define the now on the 
basis of consciousness. The consciousness is not 
able to formulate that something happens in this now. 
According to this, every occurrence happens as a 
question mark before happening as a question. There 
is always a feeling of wonder before a question can be 
formulated in order to understand the occurrence.

Indeterminate

“Thought works over what is received, it seeks to reflect 
on it and overcome it” (Lyotard, 2005, p. 90). The mind 
always determines what has already happened in order 
to determine what has not been. Lyotard (2005, p. 91) 
compares this to the agitation defined by Kant, which is 
the activity of the mind that has judgement, exercises 
it and says that it only works as long as something is 
left undetermined. Usually that, what has not been 
determined yet, is tried to be determined in different 
scientific ways, e.g. setting up a programme, a system, 
a theory, or a project. But according to Lyotard (2005, 
p. 91) it is also possible to let the indeterminate appear 
as a question mark.

Nothingness Now

All intellectual disciplines and institutions proclaim that 

after one occurrence comes another. The possibility 
of nothing happening is forgotten or even neglected. 
Lyotard (2005, p. 92) calls this the Nothingness Now. 
In this case the occurrence only happens as a question 
mark, but not as a question.

Sublime as a concept

In the 17th and 18th century the contradictory feeling of 
the Nothingness Now was given the name Sublime. Its 
still a common word in colloquial French and describes 
a surprise and a kind of admiration. It can be compared 
to the American word »great« and translates to the 
German word »erhaben«. Due to Lyotard (2005, p. 94), 
Longinus calls it unforgettable, irresistible, and most 
importantly thought provoking. The Sublime can further 
be described as “a pleasure mixed with pain and a 
pleasure that comes from pain” (Lyotard, 2005, p. 98). 
The Sublime bears witness to the incommensurability 
between the thought and the expressible. The pain of 
the Sublime comes from exactly this failure to embody 
the inner space of humans. The cleavage within or the 
gap between what can be conceived and what can 
be imagined or presented (Lyotard, 2005, p. 98). Due 
to Lyotard (2005, p. 94), Longinus sought the source 
of the Sublime in the rhetorical figures. According to 
Lyotard (2005, p. 95) the best figures are those that are 
completely hidden and cannot even be recognized as 
figures. He states that there are even figures to hide 
figures. But the Sublime demands more than the mere 
respect of rules. As Newman (cited in Lyotard, 2005, 
p. 95) says: 

“The Sublime cannot be taught, and didactics 
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are thus powerless in this respect; the sublime 
is not linked to rules that can be determined 
through poetics; the sublime only requires that 
the reader or listener have conceptual range, 
taste and the ability ‘to sense what everyone 
senses first’.”

The Sublime demands a further »je ne sais quoi« that 
can only be recognized by its effects on the addressee 
(Lyotard, 2005, p. 96).

Sublime in art

Lyotard (2005, p. 92) says that the Sublime is the most 
rigorous kind of reflection on art. It bears witness to the 
instance of the addressee. The question, how to make 
art properly, gets pushed into the background and the 
question, how to experience the effect of art, arises. The 
task of the romantic art is to bear expressive witness 
to the inexpressible. In this way, it should not please 
the people looking at it by representing the known and 
letting them identify with the artwork, but surprise them 
or even shock them, because this gives evidence of 
something happening. Paul Klee (cited in Lyotard, 

2005, p. 97) states that art creates a »Zwischenwelt« 
[intermediate world], “in which the monstrous and 
the formless have their rights, because they can be 
sublime.” Art in this sense often attempts to represent 
sublime objects. These objects can only be thought. 
They are only an Idea. No one has ever experienced 
a whole desert at a time, but the Idea of it exists in 
the human consciousness. The imagination misses the 
tools to represent these Ideas (Lyotard, 2005, p. 98). 
Humans fail to embody their inner space in outer things. 
Accordingly romantic art must treat the gap between the 
inner space and the expressible (Morton, 2013, p. 46). 
Additionally the art must mingle the terror of nothing 
further happening. In this way art has a relieving effect 
on the addressee. Since these effects are put into 
focus, the main task of art is to create intense feelings, 
which leads directly to abstraction because figuration 
only works by recognition. According to Lyotard (2005, 
p. 100) words are always charged with passionate 
connotations. Therefore poetry is the most sublime 
form of art to him. The speciality of poetry is that it does 
not follow rules. It combines emotionally connoted 
words in a seemingly impossible way. This procedure 
can also be implemented  into architecture. Art in any 
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form must no more stick to the existing rules, but try 
out new combinations, that are strange, surprising 
or even shocking. In order to get rid of the rules it is 
useful to put everything to doubt what has been seen 
as elementary. One of Bernard Tschumis (cited in 
Petit, 2013, p. 10) postcards says: “Architecture only 
survives where it negates the form that society expects 
of it.” This can be understood as not following the rules 
as explained above. That leads to a shocking effect 
on the addressee. In times of repression, Party-states 
often use avant-garde art by changing the question 
of the now into a waiting for something or someone 
fabulous. Due to overcapitalization the avant-garde 
art no longer needed Party-states to be effective. It 
proceeds out of the market. Out of this development, 
new rules for art emerged. There needs to be a 
balance between the surprising and the well-known. 
Lyotard (2005, p. 106) describes it like this: “One re-
uses formulae confirmed by previous success, one 
throws them off-balance by combining them with other, 
in principle incompatible, formulae, by amalgamations, 
quotations ornamentations, pastiche.” This leads to a 
kind of collage in architecture, like a poetry is a collage 
of words without rules.
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“Irony is just the aesthetic exploitation of gaps” (Morton, 
2013, p. 46).
This work mostly focuses on the aspect of irony which 
Morton (2013, p. 47) jokingly calls the Gapsploitation. 
The gap between how the world is and how humans 
can perceive it. This gap can be explained through 
the example of the Hyperobjects, which are massively 
distributed in time and space and therefore too 
big to understand. Every event that is sensed by 
humans renders the reality in a way. The rain falling 
on someone’s head can be sensed directly, but it is 
also part of a bigger something, a Hyperobject. Since 
Hyperobjects are viscous, molten, nonlocal, phased 
and interobjective (Morton, 2013, p. 40), they can 
never be perceived all at once. This can be directly 
linked to sublime events. The imagination strives to 
represent these objects or events, but fails. Sublime 
objects are absolutely large and, like all absolutes, can 
only be thought and not sensed completely. Therefore 
these are considered an Idea (Lyotard, 2005, p. 98). 
For example a desert is too big for a human to be 
perceived totally, but through combining memories 
sometimes even of different human beings, writing it 
down, and mapping it, humans create the Idea of a 
desert. But the map of a desert is not the desert. And 
compared to the painting la Trahison des Images by 
René Magritte which the painter commented with “Ceci 
n’est pas une pipe”, it certainly is not the Idea of a 
desert, but a representation of one specific desert or 
one that is imagined. The Idea is what all deserts have 
in common and additionally includes all specialities. 
This gap between the reality and the human perception 
has already been topic to philosophy in the ancient 
era. The most famous example is Plato’s cave. Morton 
(2013, p. 45 - 50) interprets the phases of art defined 
by Hegel. He writes that Hegel tells the story with the 
focus on the human comprehension of the absolute. 

The third phase is the romantic art. This is Hegels own 
period. Morton (2013, p. 46) does not agree that the 
development has a clear ending and therefore even 
more disagrees that this ending is the romantic period. 
Morton (2013, p. 46) adds modernity to the third phase. 
In this period the humans start to recognize the depth 
of their inner space for the first time. Humans have a 
need to articulate their inner space. But this new insight 
makes it impossible to embody it. Therefore art treats 
the impotence to embody the inner space in outer 
things. Timothy Morton writes:

“Yet by failing this way, art ironically succeeds to 
talk about the inner space. Isn’t the inner space 
precisely what cannot be embodied? So the job 
of art is to fail beautifully, or rather sublimely” 
(Morton 2013, p. 46).

In this way figuration is a constraint, because it can 
only show what a human can imagine and that is 
never complete. In this way the art of the third phase 
becomes abstract.
Another aspect of irony treated in this work is how 
glued humans are to the realizations they make. 
Morton puts the human relationship to Hyperobjects in 
comparison to the Brer Rabbit who is glued to the Tar 
Baby. In this tale Brer Fox creates a doll out of sticky 
tar and turpentine and puts it on the roadside. When 
Brer Rabbit passes, he greets, but gets no answer. 
Brer Rabbit concludes that the Baby lacks of manners 
and punishes it by hitting, but as soon as he touches 
the doll, he gets stuck. The more he tries to get away, 
the more glued he gets. This describes the human’s 
relationship to sublime objects like Hyperobjects. The 
more humans fight them, the more glued they become 
(Morton 2013, p. 48).

IRONY 
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HYPEROBJECTS 
DESIGNING 
ARCHITECTURE 
DESIGNING 
HYPEROBJECTS
Part of this work is a discursive drawing entitled 
Hyperobjects designing Architecture designing 
Hyperobjects. It tries to give an answer to the question 
of how we can design buildings while considering 
Hyperobjects. It emphasizes the interconnections in 
the Mesh and the effects this has. Furthermore it tries 
to represent the unrepresentable and exploits the gap 
between what is thought to be known and how it is.

Elements

The drawing consists of nine elements, each chosen 
from different projects by several criteria according to 
the theory explained above.
Two scaffolds were chosen; one from the Wexner 
Center for the Arts by the architect Peter Eisenman 
and one from the Glass House by Philip Johnson. 
Both define a space, which is not secluded from 
its environment and its effects. The boundaries of 
these three-dimensional spaces cannot be located 
physically, but only in the mind of human beings. The 
outdoor entry hall of Villa dall’Ava by Rem Koolhaas 
was chosen because neither the path nor the columns 
try to change the other, no matter what was first, but 
they react and adapt to the existing. The blur of the 
Blur Building by Diller and Scofidio reacts instantly to 
its environment and by being a cloud, it represents 
the unrepresentable like Hubert Damisch (Vidler and 
Rose, 2016 cited in Diller and Scofidio, 2002, p. 174) 
said. The interior of the Bruder-Klaus-Feldkapelle by 
Peter Zumthor was developed out of a performance 
and therefore emphasizes the way this thesis thinks 
about sustainability and the Sublime. The bathtub from 

the rolling house for a rolling society by Andrés Jaque 
is lifted up into the air, so the wastewater can be reused 
to water plants. Another obviously sustainable element 
is the hanging garden from the Run Run Run-project 
by Andrés Jaque. Plants generally are very important 
in order to sustain a balanced ecosystem and therefore 
human lives and additionally in this case they are used 
for self-sufficiency. Contrarily two artificial trees were 
chosen; one from the City Dreams-project by Bodys 
Isek Kingelez and one from The Villa by FAT because 
there is no distinction.

Qualities

All these elements contribute to the different qualities 
that are analysed in the drawing. All of them bring their 
own atmosphere into the constellation. These are used 
in different ways and alter according to the interactions 
of the building with its inhabitants. The constructing 
elements play with the idea of creating room without 
secluding it. This openness determines the variability 
of the constellation and additionally emphasizes the 
indistinct between an object and its environment, the 
inside and the outside.

Constellation

The ironic idea behind this discursive drawing is to 
represent the unrepresentable Mesh. Even though the 
drawing is part of the Mesh, it is treated like it was a 
closed system in a blank space. At the bottom there 
is the outdoor entry hall twice. It is not changed at all, 
because that is what constitutes it. On top of these 
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are the different scaffolds; on the right hand side the 
one from the Glass House and on the left hand side a 
variation of the one from the Wexner Center for Arts. 
According to its original placement the big yellow tree 
from The Villa decorates the façade. Right behind 
it, there is a scaled up version of the tree from City 
Dreams. Spread across the façade of the Wexner’s 
scaffold and on its inside, there are more of the blue 
trees and the hanging gardens. On the very top, a pool 
shaped like the interior of the Bruder-Klaus-Kapelle 
can be found. Based on the idea of the bathtub, it is 
used to water the natural and the artificial plants, to 
ironically underline the indistinction within the mesh. 
The water can sometimes get so hot that it vaporizes 
and creates the last chosen element: a big steam cloud 
on top of the building.

Interaction

The pool on the rooftop can be considered sublime 
and it can be compared to a Hyperobject. Normally, the 
water is cold, so that plants can be watered without any 
problems, but sometimes the water gets extremely hot. 
The temperature of the water has major effects on the 

whole constellation. The hot water of the pool vaporizes 
and builds a roof out of blur, which has a major impact 
on the atmosphere. Natural plants watered with hot 
water wilt and die later on. This has an effect on the 
aesthetics of the constellation, first in colour and then 
in opacity. The artificial plants react differently. If the 
water is hot enough, the material melts and changes its 
appearance lastingly. On the one hand, the alteration 
of the constellation’s appearance has an effect on the 
inhabitants. On the other hand, all inhabitants have an 
impact on the pool, too. It is indeterminate how this 
functions in detail. There are several approaches to it, 
for example the harvesting of the plants that has an 
effect on the appearance of the constellation or the 
movements of people, especially in the pool, but none 
of these completely explain the complexity of the pool. 
The inhabitants cannot control the building. They are 
no more important than anything else. They are part 
of the Mesh.
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RELATED WORKS 
OF RENOWNED 
ARCHITECTS I

Blur Building

Towards the crystallization of this theory, we chose the 
pavilion by Elizabeth Diller and Ricardo Scofidio for the 
Expo 02 in Yverdon-les-bains in Switzerland as a case 
study. It started with a big group called Extasia and was 
planned for the year of 2001, after some difficulties the 
intial team split up and Elizabeth Diller and Ricardo 
Scofidio continued as the remaining architects (Diller 
and Scofidio, 2002).
The Blur Building consisted primarily of water. 
Thousands of nozzles attached to a tensegrity system 
atomized the water of the lake Neuchatel, which the 
building was situated on. This fog-creating system 
reacted instantly to the real weather. The Blur Building 
was connected to the shore by two long bridges and 
on top of the cloud there was a sun deck called the 
Angel Deck. Several columns with LED lights were 
spread across the platform in the fog. These originated 
out of earlier ideas, which were not built due to the 
loss of sponsors. Nonetheless, they should be named 
here, as they are still an important part of the concept: 
the braincoats, raincoats equipped with tracking 
technologies and connection to the Internet that would 
have guided people through the building and let people 
interact, a glass cube in the centre of the fog with a 
media installation on the topic of weather and a sushi 
bar at water-level (Diller and Scofidio, 2002).
In general the topic of sustainability is quite interesting 
but at the same time controversial and also difficult to 
define. The question arises, if there are some obvious 
characteristics that are typical for a sustainable building. 
Some people might say that if a building consists of 

wood, it is a sign of sustainability. Many architects 
call their buildings sustainable when using different 
sorts of vertical gardens. But how can architects use 
Hyperobjects to make sustainable architecture? It 
sounds impossible because the Hyperobjects cannot 
be controlled and if something cannot be controlled, 
how can designers nonetheless use it for their designs?
Mark Wasiuta (quoted in Diller and Scofidio, 2002, p. 
180), a member of the Think Tank, writes: 

“We have unleashed malevolent forces and 
have altered the natural balance so gravely and 
irreparably that even the weather has changed. 
[…] (we) have made conditions on the planet 
inhospitable to human survival.“

Not only is the fog a metaphor for weather, but also 
the glass cube in the middle was dedicated to this 
topic. Nonetheless, it is not know for sure if they got far 
enough. But more importantly, they made a big part of 
the Hyperobject global warming a topic. Nevertheless, 
the whole construction seems to be extremely 
sustainable. First, because of the main material: the 
fog. Second, because of the concrete and steel, which 
are both free of any harmful chemicals that therefore 
cannot find their way into the water (Diller and Scofidio, 
2002).
Elizabeth Diller (2007, 3:15) says about their building: 
“It‘s a spectacular anti-spectacle in which all the 
conventions of spectacle are turned on their head.” 
They follow no rules and this can be related to the 
topic of the Sublime. The Blur Building is commonly 
experienced with disorientation and fear of the 
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Angel Deck
Braincoats

glass cube
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unknown, which are feelings that could be described 
as pain. But there is still a pleasure in it. It is a pleasure 
that comes from this pain and that is the very definition 
of the Sublime (Lyotard, 2005, p. 98). Another property 
of the Sublime is, that it focuses on the effect on the 
addressee. Some examples can be easily found when 
looking at the project: the feeling when entering or 
emerging from the mist, and the atmosphere inside. 
But one effect is of somebody’s particular interest: the 
wonder that comes from the Nothingness Now. Aaron 
Betsky (2003) writes: “One is never quite sure what 
one is experiencing, where one is, or how one should 
behave.” We expect something to happen, but nothing 
does. And that was their intention: delivering nothing 
(Diller, 2007, 3:15).
Whenever this building is described, these three words 
arise: scale-less, formless, massless (Diller, 2007, 
3:17). These adjectives can in turn easily be related 
to the already discussed Hyperobjects in a way that 
they can interact. Furthermore the fact that Diller and 
Scofidio work with artificial mist can be connected to 
the Hyperobjects. When planning their building they 
wanted to, more or less, control the weather. They did a 
lot of research and experiments to get a feeling on how 

weather functions. But at the end they admitted defeat 
and were aware of weather not being controllable. 
Because what they experienced was that whenever 
they tried to change one factor, it had an impact on all 
the others. And also the artificial mist had an enormous 
and unpredictable impact on all the Hyperobjects. To 
sum up, Hyperobjects cannot be controlled, but only 
be kept in mind when designing something. Another 
possibility would be to guide them. People can, for 
example, slow down the effects of global warming if 
they act properly.
This leads to the topic of the Mesh again. The Expo 
had different locations, each dedicated to one Motto. 
In Yverdon this was I and Universe, which could 
be understood as being part of the Mesh. The team 
wanted to dissolve the distinction between nature and 
artifice in the Expo Park. The Blur Building is indistinct 
and for the high-resolution culture of today this is 
equated with loss. In the context of global warming: 
loss of control. The building instantly reacts to the local 
weather conditions. Additionally, the media installation 
focuses on the connectedness of weather. Paul Virilio 
(and Beitchman, 2009, pp. 37) quotes a meteorologist, 
who explains: 
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“The local is always an uncertain objective, it’s 
on the scale of the globe that we should envision 
the meteorological data, our weather’s always 
somewhere else’s weather and that’s how the 
whole system fits together.”

As a conclusion, the Blur Building offers a sublime 
atmosphere and uses irony to make the visitors aware 
of the presence of Hyperobjects, like global warming. 
The architects considered being part of the Mesh, like 
every architect should do.

Hundertwasser

“Es gibt ein System von höherer Ordnung, von kreativer 
Intelligenz, und diesem System muss man sich 
anpassen” (Rand and Hundertwasser, 1993, p. 64). 
[eng.: There is a system of a higher order, of creative 
intelligence, and one has to adapt to this system.]
Friedensreich Hundertwasser was one of the first 
artists to discuss the interconnectedness of the Mesh, 
in another wording though. He concerned himself with 
circulatory systems and considered humans and their 
actions as part of nature. The Tree Tenants show how 
he does not distinct between nature and human beings.
Hundertwasser discussed ecology since the early 
1950s, when he rejected the straight line (Rand and 
Hundertwasser, 1993, p. 64). According to him the 
straight line led to an alarm signal in the brain, because 
no straight line could be found in nature (Rand and 
Hundertwasser, 1993, p. 37).
After having created paintings of paradisiac worlds 
for years, Hundertwasser concerned himself with 
questions of wastewater problematic, transport, 
architecture, diet, urban design, toilets used to create 
humus, rooftop gardening, waste free society, clothing, 
energy supply, identity, and other topics elementary 
for the modern life (Rand and Hundertwasser, 1993, 
p. 83).
In his works he tried to create a balance between the 
natural environment and human housing. This has 
always been a vision of him (Rand and Hundertwasser, 
1993, p. 128).
With the painting Die Wohnungen hängen unter den 
Wiesen [eng.: The Apartments are hanging beneath 
the Meadows], 1971, Hundertwasser claims that the 
horizontal space belongs to nature, while the vertical 
belongs to humans. This describes one of his major 
ideas for architecture. In a bird’s view the building 
would not be visible at all. In this way no surface area 
would be stolen from nature (Rand and Hundertwasser, 

1993, pp. 128-130).
In 1973 he moved to New Zealand where he bought a 
farm. There he started realising one of his paradisiac 
gardens. To counteract monoculture, which he 
particularly criticised, he planted 60,000 different trees 
from all over the world (Rand and Hundertwasser, 
1993, pp. 130-135). To him the act of creating was a 
law of nature (Rand and Hundertwasser, 1993, p. 64). 
In that sense he dammed a stream to create a little 
lake for ducks and goose and painted the house he 
lived in. Additionally, he used sustainable technology 
like solar panels, a toilet for creating humus, and a 
plant-based sewage treatment facility. He implemented 
glass bottles in a wall to create natural lightning and 
grew grass on the rooftop, so that the house blended 
into its environment (Rand and Hundertwasser, 1993, 
pp. 134-135).
Hundertwasser defined the Fensterrecht [law of 
windows] and the Baumpflicht [eng.: obligation to 
trees]. In 1972 he explained these two for a TV-show 
called Wünsch dir was [eng.: Make a wish]:

“Wir ersticken in unseren Städten an 
Luftverpestung und Sauerstoffmangel.
Die Vegetation, die uns leben und atmen läßt, 
wird systematisch vernichtet.
Unser Dasein ist menschenunwürdig.
Wir laufen an grauen, sterilen Hausfassaden 
entlang und sind uns nicht bewußt, daß wir in 
Gefängniszellen eingewiesen sind.
Wenn wir überleben wollen, muß jeder einzelne 
handeln.
Du mußt selbst deine Umwelt gestalten. Du 
kannst nicht auf die Obrigkeit und auf Erlaubnis 
warten. Nicht nur deine Kleidung und dein 
Innenraum, auch deine Außenmauer gehört dir. 
Jede Art der individuellen Gestaltung ist besser 
als der sterile Tod.
Es ist dein Recht, dein Fenster und, so weit dein 
Arm reicht, auch die Außenseite so zu gestalten, 
wie es dir entspricht.
Anordnungen, die dieses Fensterrecht verbieten 
oder einschränken, sind zu mißachten. Es ist 
deine Pflicht, der Vegetation mit allen Mitteln zu 
ihrem Recht zu verhelfen.
Freie Natur muß überall dort wachsen, wo 
Schnee und Regen hinfallen, wo im Winter alles 
weiß ist, muß im Sommer alles grün sein.
Was waagrecht unter freiem Himmel ist, gehört 
der Natur.
Straßen und Dächer sollen bewaldet werden. 
In der Stadt muß man wieder Waldluft atmen 
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Das Verhältnis Mensch-Baum muß religiöse 
Ausmaße annehmen.
Dann wird man auch endlich den Satz 
verstehen: Die gerade Linie ist gottlos” (Rand 
and Hundertwasser, 1993, p. 146). [eng.: We 
are suffocating in our cities because of air 
pollution and lack of oxygen. The vegetation that 
lets us stay alive and breath, gets devasteted 
systematically. Our existence is inhumane. We 
are walking along the side of grey, sterile house 
facades and are not aware that we are sent to 
prison cells. If we want to survive, every single 
one must act. You must design your environment 
by yourself. You cannot wait for the authorities 
and permission. Not only your clothes and your 
interior space are yours, but also your external 
wall. Every kind of individual design is better 
than sterile death. It is your right, to design your 
window and also the outiside as far as your arm 
can reach, however it meets your needs. Orders 
that prohibit or limit this Fensterrecht, have to 
be neglected. It is your responsibility to help the 
vegetation in any possible way to get to its rights. 

Free nature must grow everywhere, where snow 
and rain fall, where everything is white in winter, 
everything must be green in summer. What lies 
horizontally under the sky belongs to nature. 
Streets and roofs shall be wooded. One must 
be able to breath forest air in the the city again. 
The relation human-tree must take on religious 
extents. Then one will finally understand the 
sentence: The straight line is godless.]

In this speech he claims that humans kill themselves by 
killing plants and polluting the air. People do not realise 
that the sterile façades are like prisons. Hundertwasser 
emphasizes that everyone has to act if humans want to 
survive. Everyone has to create their own environment 
at every scale. He then defines the Fensterrecht. It is 
one’s right to design the outside of one’s window as far 
as one’s arm can reach and no one may prohibit that. 
Subsequently he defines the Baumpflicht. Wherever 
snow or rain falls, nature must grow. To him what is 
white in winter must be green in summer. The horizontal 
belongs to nature. The ratio of men and tree must have 
religious dimensions. He finishes by saying that when 
all of this was realised, one would finally understand: 
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The straight line is godless (Rand and Hundertwasser, 
1993, p. 146). 
Another explanation of the Fensterrecht is this:

“Ein Bewohner muss das Recht haben, sich aus 
seinem Fenster zu lehnen und außen an der 
Außenwand alles umzugestalten, wie es ihm 
entspricht, so weit sein Arm reicht, damit man 
von Weitem, von der Straße sehen kann: Dort 
wohnt ein Mensch” (Rand and Hundertwasser, 
1993, p. 146). [eng.: An inhabitant must have the 
right, to lean out of his window and to redesign 
everything on the exterior wall, however it meets 
one‘s needs, as far as ones arm can reach, 
therewith one can see from afar, from the street: 
A human being lives there.]

Here he explains that the Fensterrecht is needed, so 
that it is visible from far away that a human being lives 
in this house (Rand and Hundertwasser, 1993, p. 146). 
To illustrate this concept, he built various models for the 
TV-show. The Hochwiesenhaus [Mountain Meadow 
House] was chosen for the IGA of 1983 in Munich. It 
uses the toilets to create humus, which is then used 

to fertilize the rooftop garden that are used to produce 
food to a certain extend. The wastewater gets pumped 
up to the rooftop and gets cleansed by the plants on its 
way down (Rand and Hundertwasser, 1993, p. 145).
Hundertwasser called himself an Architekturdoktor 
[medical specialist for architecture]. He compares 
blank façades to monoculture, which is unnatural and 
thus unhealthy. When there is a stain or a broken spot, 
he covers it with colour like patchwork. By doing so, to 
him the building gets richer (Rand and Hundertwasser, 
1993, pp. 168-170).
Another concept he developed is the Tree Tenant, 
a tree that rents an apartment like a human being. 
The Tree Tenant cleans air and water. This is 
what Hundertwasser calls the rent. This idea has 
been realised in Italy, Austria and Germany. Again, 
Hundertwasser concerned himself with technical 
aspects. In the drawing Tree Tenants Do Not Sleep 
– Tree Tenants Wide Awake, he discusses how the 
ecological forces do not stop to work, only because 
humans do not think about it (Rand and Hundertwasser, 
1993, p. 135).
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The Eden Project

The Eden Project in a Cornish clay pit in Cornwall in 
the United Kingdom is a good model for doing a case 
study. The aim of the project is to create awareness 
of the importance of environmental care. The visitors 
should see the vital relationship between plants, people 
and resources in order to create a sustainable future 
(Griffiths, 2008, pp. 25). The organizers want to explain 

“how the natural world works and our 
dependence on it, telling the story of how plants 
support our social, economic and environmental 
well-being“ (Jones, 2008, p. 134). 

Over 1,000,000 plants representing 5,000 species from 
different climatic regions of the world can be seen there. 
Amongst the climate zones are the humid tropics and 
the warm temperature regions. The consistent interior 
temperature and humidity is guaranteed because of an 
underground heating system that provides hot water 
which is needed to produce the warm air (Kallipoliti, 
2018, p. 224). Visitors shall also learn something about 
these different plants, which means after visiting the 

park, they should have learned which properties the 
various plants have and how they can be used in a 
sustainable way (Griffiths, 2008, pp. 25). This is why 
the main topics taught there are: climate change, 
energy, humanity, community, social recovery, food, 
nutrition, health, well being, biodiversity and natural 
resources (Jones, 2008, p. 134). On the construction 
side, there was no convenient soil in which the plants 
could have grown, therefore an artificial soil bed had to 
be built so that a variety of plants could live there. The 
reason for that was the thick clay residue on the floor 
(Kallipoliti, 2018, p. 223).
The project was constituted of a series of geodetic 
domes linked together. The framework was made of 
steel whereas the transparent surfaces were clad with 
plastic. The whole construction looks like oversized 
soap bubbles in the landscape (Thoday and Browse, 
1999, p. 3).
One topic that should be discussed particularly is the 
fact that the project tries to represent different climate 
zones in those big cells. Some people even say it is 
“a large rainforest in captivity” (Griffiths, 2008, p. 25). 
Lydia Kallipoliti (2018, p. 224) speaks about “a piece 
of the natural world.” Without the knowledge of the 
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uncontrollability of the Hyperobjects, this might seem 
like a solution to global warming. The project tries to 
catch a Hyperobject. Is this possible? Because this 
would mean that when humanity builds a shell around 
the world they control the Hyperobjects. But that is not 
the case. By building such a shell people would make no 
difference, because in the shell all these Hyperobjects 
would still exist. This can also be observed in the Eden 
Project. In these cells a weaker sort of global warming 
or radiation exists. With the construction of the cells 
humans tried to create another Mesh in the big Mesh. 
In the cells there is a Mesh, independent from the big 
Mesh, where all these Hyperobjects still exist, maybe 
in a much softer way. To summarize, building sort of a 
shell will be no solution to control the Hyperobjects. It 
could even appear that it stimulates quite the opposite: 
provoking new Hyperobjects. This comes because we 
do not know how two Meshes interact with each other. 
We do not even know if they influence each other. The 
problem to understand that, springs from the problem 
that we have not fully understood the Mesh until today. 
The question also is, if the argument of the two Meshes 
can be seen as it is presented above, because that 
would mean that every building would create a Mesh. 

For instance, the radiation can still go through the 
windows or the plastic, in the case of the Eden Project. 
This is not how Morton defines the Mesh.
In one aspect the project is quite ironic. People know 
that they cannot control Hyperobjects; they even have 
difficulties to understand them. They know they are part 
of the Mesh and coexist with all the non-human entities. 
Even though they try to break free and bestride all the 
other entities, including the Hyperobjects. Furthermore 
Lydia Kallipoliti (2018, p. 224) refers to the irony: 

“The blurring of inside and outside, combined 
with the organic movement of visitors through 
winding paths and labyrinthine passages among 
the plants, offers a space of premediated 
disorientation, as if this naturalized space fulfils 
a death wish for architecture.” 

Certainly, this was not the main reason doing the 
project, but it can be interpreted in that sense.

Non-human Architecture

Not only humans have developed advanced building 
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methods, but also various animals, some underground, 
like moles, hamsters and badgers, some on the 
ground, like beavers, termites and ants, some on 
trees and houses, like birds and spiders, and some 
underwater, like coral reefs. These examples are what 
used to be called natural. All of them interact with their 
environment in their own way. They seem to exploit the 
effects that natural sciences try to understand.
One of the most impressive non-human architectures 
are mounds of termites. Millions of termites build 
their home together and therefor transport around 
250 kilograms of soil per year (Dutfield, 2020, p. 41). 
Depending on the genus their hills can get up to nine 
metres high and weigh about 12 tons. Some termites 
build corridors to the ground water, which are about 40 
metres long. In middle Asia those tunnels are said to 
reach 200 metres of length (Nachtigall and Pohl, 2013, 
p. 271). Bellicositermes, a genus of termites, have 
colonies of three million individuals (Nachtigall and 
Pohl, 2013, p. 274). Termite hills consist of soil mixed 
with termite salvia and dung. The material is porous 
and thus allows air convection. The entrances of a 
termite hill connect the outside with the underground 
city. The insects mainly live in that underground part 

where they create and maintain tunnels and chambers. 
Above the city there are the royal chambers, where 
the queen lives. She is responsible for reproduction 
and therefore for the survival of the colony. Around 
two metres below earth’s surface, there are thin plates 
that absorb ground moisture. These regulate the 
temperature of the city and the royal chambers. Above, 
termites make use of the interconnectedness of the 
Mesh. They farm a nutritious fungus by feeding it with 
wood (Dutfield, 2020, p. 41). Additionally, they create 
a ventilation technology that reacts to the temperature 
of the environment. Since termites eat wood, they 
produce methane gases. Therefore ventilation is 
extremely important for the survival of the animals. 
The system consists of a big chimney in the centre 
of the hill and several air vents around it. During the 
days the surrounding air gets hot and heats the air in 
the air vents. This streams up to the top of the hill, but 
cannot escape. Subsequently, it pushes down the cool 
air in the chimney, which then gets into the air vents 
creating a dynamic airflow. In the night the environment 
cools down and hence the airflow direction changes 
(Schwenkenbecher, 2015).
Another example for non-human architecture that 
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interacts with its environment is the dams built by 
beavers. First, they pile mud and stones on the 
riverbed. Then they start collecting twigs and gnaw 
through tree trunks (Dutfield, 2020, p. 45), preferably of 
a diameter of around twelve centimetres, which is then 
cut into pieces with a maximum length of four metres 
(Nachtigall and Pohl, 2013, p. 269). After piling and 
weaving, beavers start to hollow out the dam and seal 
the inside with mud, stones and plants, except for the 
top part, which is left open for ventilation. Usually, a 
dam is around one metre high, one metre wide and can 
get several hundred metres long. The longest, known 
beaver dam is 1200 metres long (Nachtigall and Pohl, 
2013, pp. 269–270). Usually, two to eight beavers of the 
same family live in one lodge together. They are called 
a colony. Since the entrances are under water, beavers 
construct separate drying rooms similar to a wardrobe, 
where they can dry themselves before entering the 
living chamber (Dutfield, 2020, p. 45). Beavers differ 
from most animals that build their homes, insofar as they 
change the environment considerably to their benefit, 
compared to men’s construction, very small-scaled 
(Gruber, 2011, p. 185). Frei Otto, who investigated 
lots of non-human buildings, mentioned beavers as 
an exception of the rule that says that animals usually 
do not change the environment (Gruber, 2011, p. 55). 
This rule can be put to doubt, since every structure, 
like the ones of termites, hamsters and birds, has an 
effect on the environment to a certain extent, but the 
beavers influence the environment in a more direct 
way. A beaver dam creates new wetlands and prevents 
soil erosion. Additionally, it supports fish and amphibian 
population (Dutfield, 2020, p. 45).

Monarch Sanctuary

One further case study is the Monarch Sanctuary-
Project, which was designed for the Cooper Hewitt 
Design Tiennial in 2019 in New York. It is a utopian 
project that has never been realised in real-life. Only a 
prototype exists. This prototype comprises 30,000 feet 
and is precisely located in Nolita. The idea is to create 
a biosphere for the monarch butterfly, which is native 
in New York, and integrate the species in the city. The 
building “is a new biome of coexistence for people, 
plants and butterflies” (Terreform One, 2019).
The façade is a double-skinned street. The outer layer 
consists of glass whereas the inner layer is made 
of pillows of a special foil. The butterflies can be fed 
at each stage of their life with milkweed vines and 
flowering plants which are integrated into the façade. 
(Terreform One, 2019).

“Hydrogel bubbles on the EFTE help maintain 
optimal humidity levels, and sacs of algae help 
purify the air and the building’s wastewater. Solar 
panels on the roof provide renewable energy to 
assist in the powering the facilities“ (Terreform 
One, 2019).

The project makes aware of the fact that cities and 
nature are essentially inseparable. There is a “system 
of interrelated complex organisms within an even larger 
system of organisms” (Terreform One, 2019) exists. 
This is the point at which Timothy Morton’s so-called 
Mesh arises. He says that everything is connected to 
everything and this is applicable to the statement some 
lines above. The whole structure is

“a spectacle which includes plant life, in designing 
for other species and in conveying images of new 
possibilities for urban regeneration“ (Terreform 
One, 2019).

This example tries to represent the Hyperobject 
biosphere, because living space more or less cannot 
be represented properly neither the one of humans nor 
the one of butterflies or other non-human entities. In 
this case architecture is used to do so. The architects 
of Terreform One, studied the monarch butterfly 
carefully in order to understand their lifecycle. They 
gained experience on what they eat or what they use to 
stay alive, for instance. Based on that knowledge they 
designed this façade. It is the attempt to represent the 
unrepresentable. This in turn is also ironic. Because 
people know that it is impossible to represent these 
Hyperobjects, nonetheless, they try to do so again and 
again.

Haus-Rucker-Co

The architects and artists of Haus-Rucker-Co tried to 
influence human perception through apparatus and the 
experiencing of rooms. In that way they make use of 
the ironic Gapsploitation. The works of Günter Zamp 
Kelp, Laurids Ortner, Manfred Ortner and Klaus Pinter 
emphasize that the human knowledge of the world is 
based on perception. Apart from some exceptions, 
their works always invite visitors to interact with it. Their 
focus lays on the effect on the addressee. Transparent 
and translucent materials with different patterns 
influence the vision. Flexible material like pneumatics 
and moving objects affect even more senses. Later on 
they shifted their focus on global warming and tried to 
counteract by implementing nature into cities.
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The project Environment Transformer was done in 
1968. It is a series of helmets that consists of three 
different types, the Fliegenkopf [Head of a Fly], the 
Blickzerstäuber [View-Nebulizer] and the Drizzler. 
These apparatus distort the perception through the 
special form of the plastic casing, the coloured glasses, 
and the stereo-headphones. It was meant to be mind-
expanding without the use of drugs (Ortner and Ortner, 
no date; Rollig, Bina and Kirsch, 2007).
Inside the pneumatic capsule of the Gelbes Herz 
[Yellow Heart], which was built on the construction 
site of a prison in 1968, was a lounger on which two 
persons could lie down. In order to reach the lounger 
inside, one had to pass through three circular sluices. 
The walls consisted of several air cushions. The air 
flowed in and out of these cushions. This movement 
was perceived as growing and shrinking of the room. 
Depending on the phase, the pattern printed on the 
outside could be seen as clear dots or as milky marks 
from the inside. The project was considered a pulsing 
cell of love on a spot where cells for prisoners were 
going to be built (Ortner and Ortner, no date; Rollig, 
Bina and Kirsch, 2007).
In 1969 Haus-Rucker-Co designed a chair for two, 
which they called the Mind-Expander. The one sitting 
on the lower seat has to open their legs. The upper 
seat is situated right next to the right thigh of the lower 
sitting one and has about the height of a thigh. The one 
sitting above places their feet between the legs of the 
other one. At the height of the heads is a yellow narrow 
cylinder with a transparent dome on top of it. Above 
this constellation a balloon can be fixed. Coloured lines 
and shapes are printed on the balloon and one sees 
several different patterns, wherever one puts his focus 
(Ortner and Ortner, no date).
These three works show how Haus-Rucker-Co 
experimented with drugless mind-expansion. Pamela 
Popeson posted her experiences with the Fliegenkopf  
on the Blog INSIDE/OUT. Her focus lays on how the 
device can alter one’s relationship of the world by 
altering the perception of it. She compares this to an 
event of her life when she set up a parcours in a forest 
and how that changed the relationship of the trees and 
other objects in the forest (Popeson, 2011). Popeson 
was able to realise the gap between how humans 
perceive the world and how it really is. In that way 
Haus-Rucker-Co brings the aspect of irony through 
Gapsploitation on point. The artists focused on the 
effects on the addressee. In this sense their artwork 
can be considered sublime.

“When fears regarding environmental pollution 

and potential catastrophe were at a high in the 
1970s, Haus-Rucker-Co set out to develop a 
new concept of cityscape. Based in Vienna the 
group was known for their interactive exhibitions 
and their development of utopian architectural 
ideas, which showed how people could affect 
their own environment” (Blomberg, 2014 cited in 
de Oliveira and Mell, 2019, p. 53).

A study published by the Club of Rome and the first oil 
crisis led to a loss of optimism about the future. Laurids 
Ortner (cited in de Oliveira and Mell, 2019, p. 53) 
explained that the oases drawn by Haus-Rucker-Co 
often came from this “depressive reflections” on “the 
world at risk of ecological collapse” that banished “the 
childish exuberance of the sixties.” In these collages 
they discuss the re-naturisation of the city (de Oliveira 
and Mell, 2019, p. 53). According to Blomberg (2014, 
p. 60 cited in de Oliveira and Mell, 2019, p. 54) Haus-
Rucker-Co moved on from the spatial expansion of 
consciousness to a critical simulation of the ecosphere 
starting with the exhibition Cover, 1971. The concept 
of putting nature into the urban context can already be 
found in the earlier work Air-Spa-Hotel. This collage, 
fabricated in 1970, shows a balloon seemingly floating 
in a city. Inside this balloon, there is a forest in the 
lowest level, above there is an alpine landscape and 
on top are the peaks and a sun (de Oliveira and Mell, 
2019, p. 55). Afterwards the group created several 
versions of oases with different forms and scales that 
all included green landscapes that were supposed to 
be used by the public (de Oliveira and Mell, 2019, p. 
55). The Rooftop Gardens were bubbles on top of New 
York City skyscrapers that contain various landscapes, 
clouds and flocks of birds (de Oliveira and Mell, 2019, 
p. 55). Another collage is called Palm Tree Island and 
was published in 1971. Here is a huge platform and 
a dome situated on a New York boulevard can be 
seen. Inside of it, there is a paradisiac atoll surrounded 
by water (de Oliveira and Mell, 2019, p. 56). One 
oasis that has been built is Oase Nr. 7 [Oasis no. 
7], designed for the Documenta 5 in Kassel, 1972. A 
transparent sphere with a diameter of eight metres 
enveloped a scaffold that was fastened to the façade 
of the museum Fridericianum. A tunnel, which was built 
of PVC film, connected the two buildings. This tunnel 
was experienced as a sluice. In the sphere, there were 
two palm trees (Ortner and Ortner, no date). Compared 
to the projects listed above Oase Nr. 7 [Oasis no. 7] 
is a very personal oasis. Blomberg (2014, p. 67 cited 
in de Oliveira and Mell, 2019, p. 56) describes it as 
“gradually greying from the city’s grime, rendering the 
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putative paradise more and more hazy and vague – 
both from inside and out.”
The oases are one of the first examples for dealing with 
global warming. Haus-Rucker-Co implemented nature 
into cities. Blomberg (2014, p. 67 cited in de Oliveira 
and Mell, 2019, p. 56) however points out, how the 
environment negatively influences the oases.

Living Root Bridges in Meghalaya

As Morton (2013, p. 39) says with the occurrence of 
the Hyperobjects the human’s idea of nature, world, 
horizon or environment vanishes. This means, the 
concept of nature does not exist anymore, at least in 
the sense people know it. Instead of that, coexistence 
between humans and non-humans can be observed. 
An example for that are the Living Root Bridges in 
Meghalaya.
The bridges are impressive indigenous constructions 
of living plant roots from the aerial roots of rubber fig 
trees (Grüntuch-Ernst and Technische Universität 
Braunschweig, 2018, pp. 177). These bridges can be 
up to 50 metres long and are mainly built in the Khasi 
and Jaintia Hills south of the state of Meghalaya in 
North-East India. During the summer months the 
villages in this region get badly hit by monsoons and 
become the wettest places in the world. The people live 
in isolated communities and the villages constitute the 
same families for centuries. This is the main issue for 
the continuous existence of the ever-growing bridges. 
The trees first grow epiphytically on another plant and 
then slowly breed a self-supporting structure (Grüntuch-
Ernst and Technische Universität Braunschweig, 2018, 
p. 178). 

“The trees grow until they start to drop aerial 
roots, which are wound onto the formwork 
until they find somewhere to implant or a tree 
to graft onto“ (Grüntuch-Ernst and Technische 
Universität Braunschweig, 2018, p. 180). 

This means once they found something to hold on, 
they thicken and produce daughter roots. The result is 
a complex network of strong roots (Grüntuch-Ernst and 
Technische Universität Braunschweig, 2018, p. 180). 

“The bridges provide a new perspective on the 
question of retrofitting with their natural process 
of decay and regrowth, which goes on throughout 
their lives. They grow new roots which can then 
be tied onto the old roots“ (Grüntuch-Ernst and 
Technische Universität Braunschweig, 2018, p. 

182). 

These bridges are said to be the “world’s most unusual 
man-made structure” (Rogers, 2015). The question 
is if the bridges are really made by humans. The 
bridges could be seen as being made because of 
the coexistence between humans and non-humans. 
These two entities influence each other: The humans 
build a scaffold and the trees use these frames to 
make their way further. The Living Root Bridges on 
the opposite were more or less free to create and 
furthermore they solved the natives’ problem with the 
weather. As a conclusion these parts of infrastructure 
are sublime, which can be recognised due to the effect 
on the addressee. The bridges are not built to raise 
awareness or to build an aesthetic sculpture, they are 
made to make communication easier for the natives. 
This means these bridges have an influence on the 
humans, insofar as that they change their social life. 
These bridges are also an attempt to constitute the 
Hyperobject biosphere. Certainly it is only a very small 
part.
Further on, the topic of the Mesh can be related to 
these living bridges. The involved trees are part of 
the whole system and while growing they have an 
influence on the people living there. If these bridges 
would be destroyed, it would have an impact on the 
whole biosphere in that region. This shows that 
these plants are part of the whole system. And more 
important, they cannot be removed without leaving 
any damage behind. Furthermore, it can be said that 
these two entities live in symbiosis, because the trees 
need the frames of the humans and the natives need 
the roots to cross the river. Morton’s interobjectivity can 
also be related to the bridges. The renewal works of the 
trees open up the opportunity of getting very old. These 
trees can survive several years. This means every new 
root is kind of an inscription in the root that was there 
before. It is nearly the same which Morton in his essay 
explains by the example of the dinosaur. 

Constant‘s New Babylon

“The only way to find out what’s going on in the future 
is to look very closely to what is going on at the 
moment” (Hamilton cited in Stamps, 2015, p. 12). The 
50s and 60s were characterized by the will to build 
a new and better world after the Second World War. 
This will can be seen in the success of John Lennons 
song Imagine (1971) (Stamps, 2015, p. 13). Until this 
time, the daily life of humanity was mainly structured 
according to work. These humans were called Homo 



45

[F
ig

. 3
5]

 L
iv

in
g 

R
oo

t B
rid

ge
s 

in
 M

eg
ha

la
ya



46

Faber (eng.: the making man). The society Constant 
Anton Nieuwenhuys planned for is described as Homo 
Ludens (eng.: the playing man).  At this time, the work  
shall be done by machines and robots and the creativity 
of humans can flourish (Stamps, 2015, p. 13). These 
thoughts resemble Hundertwasser, when saying that 
creating is a law of nature (Rand and Hundertwasser, 
1993, p. 64). The culture of this new society would 
be radically different form the society of those days. 
Hence a radically new architecture would be needed 
(Stamps, 2015, p. 13). This feeling can be compared to 
the society living during the climate crisis.
Constant developed an architecture for this society, 
which is able to fully satisfy their need to play and 
exploit their creative potential, because machines and 
robots do all the necessary jobs for them (Pineda et 
al., 2015, p. 6). The basic unit of Constant’s design 
are the so-called sectors, communal spaces spread 
over the whole planet earth. These form a system 
that constantly changes according to its inhabitants 
(Pineda et al., 2015, p. 10). Supported by pillars, all 
other architectural elements, like walls, ladders, and 
bridges are movable. Even temperature, lightning, and 
colours can be changed according to the emotions 
of the currently present humans (Stamps, 2015, pp. 
13–14). Constant does not define different textures 
or materials. These are created by the inhabitants 
(Wigley, 2015, p. 127). In this society everyone is an 
artist and therefore the artist as an individual no longer 
exists. The whole society builds a »Gesamtkunstwerk« 
(Stamps, 2015, pp. 13–14).
Constant concerned himself with »Art Brut« and 
created art in this way (Stamps, 2015, p. 14). The 
»Gesamtkunstwerk« could not only consist of human’s 
actions but also of all other entities on this planet, »Art 
Brut« by animals and plants for instance. Furthermore 
he was inspired by the psychogeography and dérive, 
which Guy Debord (1958) defines as 

“the study of the specific effects of the 
geographical environment (whether consciously 
organized or not) on the emotions and behavior 
of individuals” and “a mode of experimental 
behavior linked to the conditions of urban 
society: a technique of rapid passage through 
varied ambiances. The term also designates a 
specific uninterrupted period of dériving.” 

These concepts that consider the emotional effects 
and perceptions of individual beings can be linked 
to the Sublime that bears witness to the instance of 
the addressee (Lyotard, 2005, p. 92). Furthermore, 

all areas differ from each other and are changing 
constantly. Therefore there is always something new 
and unknown (Nieuwenhuys, 2015b, p. 200). Constant 
also designed full-size labyrinths, so visitors can 
discover the feelings that the Homo Ludens has in New 
Babylon. It is not possible to get lost anymore, because 
there is never a goal to head for. Space and time are 
perceived differently (Stamps, 2015, p. 26). Part of this 
thesis is the design of a dolls’ house. Since the use of a 
dolls’ house is playing, these feelings are similar. 

“The environment of the homo ludens has, first 
of all, to be flexible, changeable, assuring any 
movement, any change of place or change 
of mood, any way to behave. The spaces the 
homo ludens will live in cannot be determined, 
and neither can be the use that will be made 
of them. […]Everything has to remain possible, 
all is to happen, the environment has to be 
created by the activity of life, and not inversely” 
(Nieuwenhuys, 2015b, p. 198). 

Constant designed an open network that connects all 
sectors on earth (Stamps, 2015, p. 18). Since there 
is no defined use for them, an inner division would 
not make sense (Nieuwenhuys, 2015b, p. 199). This 
enables interactions between all the entities, that are 
considered modern nomads (Stamps, 2015, p. 18) and 
does not exclude any influences from the outside nor 
tries to resist the Hyperobjects. Constant was inspired 
by the Gypsies whose president, Vaida Voevod III 
(cited in Romero, 2015, p. 77) states: 

“We are the living symbol for a world without 
frontiers, a world of freedom, without weapons, 
where each may travel without let or hindrance 
from the steppes of Central Asia to the Atlantic 
Coast, from the high plateau of South Africa to 
the forests of Finland.” 

This also suits the idea of this thesis.
“To invite the other in is to learn and love but also to be 
conflicted and hurt. […] Hospitality invites trouble but 
with an even wider generosity in mind” (Wigley, 2015, 
p. 121). Not having borders is directly linked to letting 
anybody in. Wigley (2015, p. 121) writes that inviting 
others brings on one hand pleasure and on the other 
hand pain. Therefore hospitality is a sublime act per se. 
As he also writes in his book are we human? he states 
that there is no clear border between a human body 
and the architecture surrounding it (Wigley, 2015, p. 
121; Colomina and Wigley, 2016). New Babylon offers 
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hospitality to the whole species (Wigley, 2015, p. 122). 
This thesis aims to offer it to all entities. Wigley (2015, 
p. 130) writes: 

“Only the foreign remains. No one comes from 
the outside. Everyone is an outsider permanently 
on the move. No distinction is made between 
living and traveling. All are drifters. The gypsy is 
the norm rather than the exception. Hospitality 
becomes the definition of the whole system.” 

A new kind of hospitality. Sennett (cited in Gielen, 
2015, p. 227) adds: “By bringing them together, we 
will increase the conflicts expressed and decrease the 
possibility of eventual explosion of violence.”
1954 Constant got inspired by the aesthetics of Nicolas 
Schöffer (Stamps, 2015, p. 18). Though he designs 
for a society that is based on technology, he never 
implemented it into his designs literally (Stamps, 2015, 
p. 20).
Laura Stamps (2015, p. 28) interprets New Babylon as 
a foreshadow of the Internet, which can be compared 
to the conception of it being an equal part of the 
environment as stated by Colomina and Wigley (2016). 

Constant himself called the project wide world web 
(Wigley, 2015, p. 123), which is indeed very similar to 
world wide web.
The radio plays a major role in Constant’s design. He 
implemented antennae and his models were often built 
with wires (Wigley, 2015, p. 131). 
New Babylon is designed to satisfy all humans’ needs 
(Nieuwenhuys, 2015a, p. 165). This thesis aims to do 
that for all entities with equal respect.

“This was as far as I could go. The project exists. 
It is safely stored away in a museum, waiting for 
more favourable times when it will once again 
arouse interest among future urban designers” 
(Nieuwenhuys, 2015, p. 282).
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Blur Building
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Hundertwasser
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INTERACTIVE
COEXISTENCE

After presenting the above, some main issues 
emerged. These should be focused on in the following 
parts. The most important topics are undoubtedly: 
the interaction between all the involved entities, the 
coexistence between the different entities, the attempt 
to represent the unrepresentable, the Sublime, which 
in addition also means the effect on the addressee,  
and the indistinguishability between all the involved 
entities. To underline the aim of this thesis a second 
discursive drawing was done. This drawing should be 
explained in the upcoming text. 
As Morton (2013, p. 39) says, it does no longer exist 
the Idea of what is called the world. Instead it should 
be seen as coexistence between different entities, no 
matter if they are human or non-human. When thinking 
that way it automatically includes the idea of everything 
being equal.

“As a result, every time we attempt to ‘bring 
humans closer to nature’, we are prevented 
from doing so by the objection that a human is 
above all, or is also, a cultural being who has 
to escape from, of in any case be distinguished 
from, nature“ (Latour and Porter, 2017, p. 14). 

This statement concerns a common beliefe that this 
thesis wants to counteract. The human shall no longer 
be seen as the most important or even the most 
powerful species of all. In this thesis they shall remain 
as material objects which Latour (and Porter, 2017, p. 
14) describes as truly natural human beings. This idea 
can also be seen in the discursive drawing. Certainly, 
there exist houses built form steel, concrete, wood and 

so on, but the difference occurs in the fact that also 
plants, animals and even non-human entities can live 
in bubbles made of a filigree steel-net. This idea is 
mainly based on Hundertwasser’s concept of the 
so-called Tree Tentant (Rand and Hundertwasser, 
1993, p. 135). But also Latour (and Porter, 2017, p. 
15) talks about the coexistence insofar that he says it 
is impossible to define nature without defining culture. 
If both of them are defined they coexist, but do not 
conflate into one topic. 

“As we are one piece of bad news after another, 
you might expect us to feel that we had shifted 
from a mere ecological crisis into what should 
instead be called a profound mutation in our 
relation to the world“ (Latour and Porter, 2017, 
p. 8).

Latour (and Porter, 2017, p. 8) in his essay also talks 
about a so-called mutation of the world. He wants 
people to acknowledge that there is a change and 
humans as well as non-humans have to adapt to that 
new situation. This mutation should also be presented 
in the discursive drawing. It clearly shows that the 
buildings change insofar that a building does no longer 
offer the opportunity to retract oneself. More precisely 
this possibility depends on the whole ecosystem or 
biosphere. The text will dwell on that a little to offer a 
better understanding. Imagine for example if there is 
a lot of rain and sometimes the sun comes out. Then 
the mud gets wet and the plants can grow easily. As 
a consequence these bubbles will appear as closed 
spaces where a lot of privacy exists. Whereas if, for 
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instance, in the summer months only little rain falls and 
the floor drains, also the façade of the bubbles will be 
influenced. The plants will not appear as a verdurous 
vertical garden. Most plants, certainly that depends 
on the type of plant, will die and reveal the view into 
the bubbles. In such dry phases these spaces will, as 
imagined, not offer the opportunity to have a closed 
home. More or less every space will be open.

“Ecology clearly is not the irruption of nature 
into the public space but the end of ‘nature’ as 
a concept that would allow us to sum up our 
relations to the world and pacify them” (Latour 
and Porter, 2017, p. 36).

For this thesis Latour’s statement is important because 
there should not even exist a difference between 
the public and closed spaces. Nature should not be 
integrated but be part of the whole system, which leads 
to the often described Mesh. 
Everything is part of everything; this thought has 
been outlined above so that it will not be described 
once more here. But it will be set into relation to the 
discursive drawing. To start with the net, it is related 
to the city in the background and does not exist alone. 
This more precisely means whatever happens, the net 
will be influenced more or less intensely. At this step 
also Morton’s Hyperobjects arise again; for instance 
the Hyperobject radiation (Morton, 2013, p. 40). If 
phenomena caused by this Hyperobject are very strong 
the effects differ from the weaker ones. According 
to that, the people living there will be influenced. By 
implication humans try to adapt to the new situation 
and as they act, no matter if in a positive or negative 
way, they will undoubtedly have an influence on the 
Hyperobjects. Exactly this interplay can be seen as 
Sublime. But the net and the people are not the only 
entities which are part of the Mesh. Also the plants and 
animals have an influence on and are influenced by the 
other parts. The function of the plants was described 
some lines above, but the influence of the animals is a 
new aspect. Even though they are nearly influenced to 
the same extent as humans.
To sum up this topic, the bubbles are sublime for two 
different reasons. First, they have an effect on the 
addressee. In this case every part of the bubble or even 
the whole ecosystem every entity is the addressee and 
performer at the same time. This is also the difference 
between this architecture and a painting, for instance. 
When a painting hangs on the wall, it has a clearly 
defined addressee. In this bubble this is different. This 
is the point when Morton’s Gapsploitation comes in. It 

is the point when humans realise that they are only a 
little part and only know a little part. There are gaps 
between how things really are and how we perceive 
them and how we get to know them. We know that we 
do not know everything.
Second, the construction does not follow the common 
rules for architecture. Referring to the Blur Building 
in the previous chapter, also in this case the building 
creates no clear border to the outer space. The walls 
and the roof are not made of a stable material like 
concrete or wood, especially the walls are conducting. 
One quote of Latour (and Porter, 2017, p. 4) should 
be mentioned at this point: “Hence a hybrid style for 
a hybrid subject addressed to a necessarily hybrid 
audience.”
One further topic to discuss is the interaction between 
different entities. The different case studies offered 
different ideas how this interaction can be seen and 
between whom it can happen. At the Blur Building 
the building and the environment interact with each 
other. At the Eden Project the manmade Mesh with the 
different climate zones interacts with the Hyperobjects 
as well as with the environment. Haus-Rucker-Co 
interacts with the spectators or more precisely the 
users of their artwork. Another example are the Living 
Root Bridges. In this case the interaction happens 
between the natives and the trees they use for their 
special bridges. And also the Non-Human-Architecture, 
where the focus lays on the termites’ buildings and the 
beaver dams, and the Monarch Sanctuary point out a 
sort of interaction. 
In the discursive drawing, and also with reference to 
the overall thesis, this interaction happens between 
everything and everyone. For example, the coloured 
patterns interact with the plants in the bubbles. 
Dependent on the radiation these patterns cast a 
shadow on different places. As a result, the plants grow 
according to these changes. Basically, the plants do not 
interact that much with the patterns. Animals and also 
humans interact with them in a more extensive way. 
Whatever different animals built, is influenced by these 
patterns, which means a bird’s nest looks different 
depending on which patterns had an influence during 
the building process. To proceed with humans, they 
have a direct influence on the patterns. The reason for 
that is Hundertwasser’s idea of creative work being a 
law of nature (Rand and Hundertwasser, 1993, p. 46). 
In some cases they might feel giddy. Another more 
obvious interaction happens between the inner and the 
outer space. 
Furthermore, the attempt to represent the 
unrepresentable can be observed in the drawing. 
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Latour boils it down to an essence in saying: “We can’t 
say that we didn’t know. It’s just that there are many 
ways of knowing and not knowing at the same time” 
(Latour and Porter, 2017, p. 9). Also Lyotard talks about 
this problem in his chapter about the Sublime and the 
avant-garde and Morton (2013, p. 46) talks about the 
inner space that we are unable to present. The same 
happens in this drawing. It is impossible to represent 
the biosphere in a proper way, nonetheless it is tried to 
do so very often. 
This awareness leads to the topic of irony. 

“The craziest of all are those who appear to 
believe that they can do something despite 
the odds, that it isn’t too late, that the rules of 
collective action are surely going to work here 
again, that one has to be able to act rationally” 
(Latour and Porter, 2017, p. 12).

Especially humans always try to change something, 
even though it is already too late. It seems like we do 
not want to accept the fact that we are hogtied, at least 
at first sight because if humans “don’t try to turn ‘toward 
nature’“ (Latour and Porter, 2017, p. 19) any longer, we 
can find a way to benefit from it. This might appear as 
unequal because humans again try to appear as the 
most powerful species. But in reality, the aim should 
be to find methods that lead to a beneficial way of life 
for all entities together. Therefore, new concepts must 
be worked out so that every part of the Mesh benefits 
from each other.
Another kind of irony appears: Gapsploitation. “Irony 
just is the aesthetic exploitation of gaps. [...] For irony 
to manifest, something must already be there“ (Morton, 
2013, p. 46-47).” This means Gapsploitation emerges 
at the point when humans realise that they are just a 
little part in the big Mesh. Further on, they believe that 
they know everything, but indeed they only know little 
parts of the big system. Gapsploitation refers to the 
fact that there is a gap between how human things are, 
how humans sense and get to know them. The most 
ironic point here is the fact that humans know that they 
do not know everything. Nonetheless they are trying 
hard to achieve all the knowledge possible. It is nearly 
the same when talking about global warming. People 
know that it exists. But they only partly know how to 
fight against it. This is also the reason why humanity is 
still struggling with this topic.

“But here we are: what could have been just 
a passing crisis has turned into a profound 
alteration of our relation to the world. It seems a 

though we have become the people who could 
have acted thirty or forty years ago – and who 
did nothing, or far too little“ (Latour and Porter, 
2017, p. 9).

According to Gapsploitation: People know that it is 
already too late to change something, nevertheless 
they keep on trying to make a change, but instead of 
doing so they flounder like a fly in a spider web. 
One last phenomenon where irony appears is the 
indistinction. Nearly every case study presented on 
the previous pages does not distinguish between all 
the involved entities. Hundertwasser treats humans 
the same as plants and also in the Eden Project, 
these two entities appear to be the same. The Non-
Human-Architecture and the Monarch Sanctuary do 
not distinguish between humans and animals. And as 
one last example when talking about the Living Root 
Bridges living trees are treated the same as dead trees. 
These kinds of indistinction seem strange, but first and 
foremost they are ironic. The question now is if this 
irony marks the point in history in which humans finally 
realised that they are not more important than all the 
other entities living on the planet. If that is the case, the 
world must become a fairer place within a few years. 
In reality, this might not be the case. It is more likely 
that there are a few people that try to treat all entities 
equally and as a consequence interact with them so 
that every participant benefits from the situation.
As already mentioned, also this topic can be observed 
in the discursive drawing. Humans exist in the bubbles 
as well as animals and plants. Even more important, 
they are all treated in the same way, which means 
there is no hierarchy of places, for example. Normally, 
the common believe would be that the humans 
choose the most profitable space, in which a perfect 
atmosphere exists. Within these bubbles it is handled 
differently: every entity has the same chance to get the 
best places. 
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RETHINKING 
EVERYTHING/
RETHINKING 
ARCHITECTURE

Environment

The human organism is said to be a constant, whereas 
its relationship to the environment is constantly 
changing and unstable (Colomina and Wigley, 2016, 
p. 138). This thought leads to the interaction between 
all living species. Because of the interaction between 
entities, it can be even said that an environment can be 
build. Nowadays the problem is that our environment 
is mostly man-made and Colomina and Wigley (2016, 
p. 120) even carry it to extremes in claiming: “We have 
become allergic to ourselves, to our own hyperextended 
body in a kind of autoimmune disorder.” That is the point 
when technology appears because all the possibilities 
we have today to interact with people all over the planet 
are undoubtedly convenient. At the same time a new 
part of our environment arises, which we call Internet. 
With the invention of the mobile phone or the computer 
the interaction of contemporary subjects change and 
especially bytes frame this interaction (Braidotti, 2013, 
p. 59). The new challenge for all entities is now to fit 
into this new environment. Beside the positive aspects, 
a lot of suspect effects appear, for instance: “The idea 
that the body is in one place has gone“ (Colomina and 
Wigley, 2016, p. 243). This actually means that we have 
to rethink our actions as human beings but especially 
as architects. But not only the interaction changes, the 
new “environmental question is how to prevent species 
extinction“ (Braidotti, 2013, p. 130). As we have seen 
in history whenever there is an environmental change, 
also all the living and non-living entities change or will 
have to adjust their behaviour to the new surroundings, 
and in order become a new breed among their species. 

This is because the overall law of nature cannot be 
changed (Fitz, Krasny and Architektur Zentrum Wien, 
2019, p. 10).
The topic of the environment does certainly also apply 
to architects.

“Modern architecture is very often built on the 
tabula rasa claim, a deeply colonial mechanism 
that annihilates nature and everyone and 
everything that existed on and with the land 
before” (Fitz, Krasny and Architektur Zentrum 
Wien, 2019, p. 35).

This claim is only partly true because there is 
poverty of experience. Architects, designers and 
artist in general try to adapt their designs to the ever 
changing environmental issues, but most of them are 
too insecure and not brave enough to try something 
new. And a second aspect is that the environment 
changes too rapidly, which means that if a possibility 
is found to react to the changes, another change is 
already ongoing. But there are ideas how to deal with 
the environment when developing a design. Schindler 
proposes the house “to be a kind of tent, a minimal 
shelter in an already tamed natural world“ (Colomina 
and Wigley, 2016, p. 128). Furthermore, for Hannes 
Meyer building is a biological process (Colomina and 
Wigley, 2016, p. 132). This way of thinking reminds of 
Friedensreich Hundertwasser‘s architectural work, as 
described in an earlier chapter.
At the end of this part a more utopian idea of how 
architecture can be adapted to the new environment 
referring to the Internet, shall be presented. Maybe in 
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the future there will be buildings that interact with their 
dwellers. It could be possible that in the future there 
comes a time when architecture has fully adapted to 
the new environment and the border between natural 
and technical has disappeared. To a certain extend this 
has already become reality in Melbourne in one place 
trees have ID numbers. Wherever the development of 
the environment goes:

“Architects should take responsibility for how 
building materials are obtained, moved, and 
the environmental impact of those processes, 
of what has been displaced, and of how the 
building will be maintained“ (Fitz, Krasny and 
Architektur Zentrum Wien, 2019, p. 31).

“Good design is an anaesthetic against the 
shock that design is changing us so much, 
changing the world so much, even that design 
has become the world” (Colomina and Wigley, 
2016, p. 251).

Human as the centre of the world

People become aware of the fact that humans place 
themselves at the centre of the world. Whenever 
something is designed the designer only has in mind 
the human’s needs and proportions.

“All the measurements of the body are now given 
to all the spaces, furnishing, and equipment that 
the body makes contact with. Human dimensions 
become the dimension of the designed world“ 
(Colomina and Wigley, 2016, p. 150).

The only thing that matters are the humans‘ proportions, 
which further on means that there is a formula and 
if an architect or designer is capable of applying it 
to their work, they are successful. The problem with 
such formulae and rules is that a standardisation 
happens. This can also be observed when talking 
about the so-called Normalmensch [standard human] 
(Colomina and Wigley, 2016, p. 156). But not every 
artist complies with the standard. For instance, in 1939 
Frederick Kiesler published a theory of design being 
bio technique (Colomina and Wigley, 2016, p. 156). He 
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also developed his own version of the Vitruvian man to 
dimension architecture. His aim was to “remove any 
»maladjustment« between human and environment“ 
(Colomina and Wigley, 2016, p. 156). When it comes 
to the change of the Vitruvian model another question 
appears: “Can a cat or a dog be the measure of at 
least some, if not exactly all things“ (Braidotti, 2013, p. 
71)? This question is not easy to answer. One reason 
would be that humans cannot, or only partly, develop a 
measurement with animal’s proportions. Some people 
might argue that taking an animal as a measurement 
is not a serious advance because as Braidotti (2013, 
p. 8) argues “animals have become partly humanized 
themselves.” If humanity wants to avoid inferiority 
between different species, it must develop a suitable 
measurement for all the entities. At this point the 
question appears if it is very useful to develop a 
measurement depending on atoms, for instance.
One solution to that problem seems to be the dissolution 
of all entities. Braidotti (2013, p. 67) writes about the 
displacement of species hierarchy.

“This vital interconnection posits a qualitative 
shift of the relationship away from species-
ism and towards an ethical appreciation of 
what bodies (human, animal, others) can do” 
(Braidotti, 2013, p. 71).

It is necessary to rethink the status of humans and as 
a consequence invent new forms of ethical relations 
(Braidotti, 2013, p. 186). 
Beside the loss of hierarchy it is also proposed to only 
talk about bodies:

“We all stand to gain by the acknowledgment of 
a postanthropocentric, transversal structural link 
in the position of these embodied non-human 
subjects that were previously known as the 
‘others’ of the anthropocentric and humanistic 
‘Man’. The ethical part of the project concerns 
the creation of a new social nexus and new 
forms of social connection with these techno-
others” (Braidotti, 2013, p. 103).

This leads to the point that if we only talk about bodies, 
we will also have to rethink the relations of the existing 
entities. On the one hand these relations will change, 
and on the other new relations will appear. Braidotti 
(2013, p. 196) proposes 

“to think differently about ourselves and to 
experiment with new fundamental schemes of 

thought about what counts as the new basic unit 
of common reference for the human.”

To rethinking the whole system would also have 
enormous impacts on the architecture.

Indistinction

“When humanists accuse people of ‘treating 
humans like an object,’ they are thoroughly 
unaware that they are treating objects unfairly” 
(Bruno Latour cited in Colomina and Wigley, 
2016, p. 166).

In philosophy it is often assumed that the world only 
exists in our mind, but object-oriented ontology (OOO) 
holds that the external world exists independently from 
human’s awareness (Harman, 2018, p.10). Physics is 
trying to find the so-called »Weltformel«, which would 
directly be translated to formula of the world, but is 
referred to as theory of everything in English. Physicists 
have big expectations of the string theory, but that 
would not explain everything. For example it would 
not explain the existence of Harry Potter, because he 
is neither physical nor real, but he still exists. OOO 
holds that all objects deserve equal attention, whether 
they are human, non-human, natural, cultural, real 
or fictional (Harman, 2018, p. 9). Women and BIPoC 
[Black Indigenous People of Colour] are still fighting 
for equality. There are people fighting for animals. 
And then there’s OOO, dissolving the distinction of 
everything. The architect Tom Wiscombe concerns 
himself with this indistinciton:

“Three examples of models that push this project 
forward include figure in a sack, the implied 
outer shell, and the supercomponent” (Harman, 
2018, p. 249).

The first one compares buildings to sacks that carry 
various objects inside. These objects are not revealed 
completely, but their forms create various inner and outer 
silhouettes and they lead to bizarre formal inflections 
on the inside. The implied outer shell concerns “the 
spatial effects of a partial secondary enclosure, which 
shrouds but does not completely obscure inner objects” 
(Harman, 2018, p. 249). In contrast to the figure in the 
sack model in the supercomponent model

“objects are instead pressed into an enclosure 
from the outside. As if vacuformed together and 
then released, objects can be nestled into one 
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another, implying a coherent new object with 
producing a fused monolith” (Harman, 2018, pp. 
249–250).

In the book Are we human? the authors state:

”The human might be the species that asks 
this kind of questions of itself, yet the very act 
of asking indicates that there is no clear line 
between human and nonhuman. Despite its 
massive impact on, under, and above the planet 
and its apparent domination of other species, 
the human is never ambiguously distinct from 
the animal of from the wider system of the Earth” 
(Colomina and Wigley, 2016, p. 51).

Even though they have a totally different approach to 
the topic than OOO, they also come to the conclusion 
that there is no distinction between humans and 
non-humans. All artifices created by humans are 
human. Clothes belong to humans as fur does to 
a cat. Furthermore there is no difference between 
manufacturing and machine driven factories, since 
machines can be considered as prostheses. This leads 
to the nature-culture phenomenon of Bruno Latour 
(2017, p. 15), who writes:

”Don’t try to define nature alone, for you’ll have 
to define the term ‘culture’ as well (the humans is 
what escapes nature: a little, a lot, passionately); 
don’t try to define ‘culture’ alone, either, for you’ll 
immediately have to define the term of ‘nature’ 
(the human is what cannot ‘totally escape’ the 
constraints of nature).”

Harman (2018, p. 57) agrees, that there is no clear line 
between nature and culture, but emphasizes that not 
all artefacts are nature-culture hybrids.

“It is the dream of producing socially relevant 
knowledge that is attuned to basic principles of 
social justice, the respect for human decency 
and diversity, the rejection of false universalisms; 
the affirmation of the positivity of difference; the 
principles of academic freedom, antiracism, 
openness to others and conviviality” (Braidotti, 
2013, p. 11).

First we need to shift our society to acknowledge 
that all beings, whether human, non-human, natural, 
cultural, real or fictional (Harman, 2018, p. 9), are 
equal, in means of having equal worth, deserving equal 

attention and being equally autonomous. “In so far as 
difference spells inferiority, it acquires both essentialist 
and lethal connotations for people who get branded 
as ‘others’” (Braidotti, 2013, p. 15). Angelika Fitz and 
Elke Krasny (2019, p. 10) describe the condition of the 
planet earth as being “in urgent need of critical care.” In 
order to care appropriately, we need to determine the 
different needs. 

Fitz and Krasny (2019, p. 13) define the term care 
as “a species activity that includes everything 
we do to maintain, continue, and repair 
our ‘world’ so that we can live in it as well as 
possible. That world includes our bodies, our 
selves, and our environment, all of which we 
seek to interweave in a complex, life-sustaining 
web.”

Interaction and Coexistence 

“The human is never simply human. Tens of 
thousands of different species are suspended 
within each human body and the body itself 
suspended within a dense environment of 
countless species outside it. It is never clear 
where the human begins and ends” (Colomina 
and Wigley, 2016, p. 219).

This citation by Colomina and Wigley directly leads to 
the term of coexistence. Every existing entity does not 
only consist of one solid volume, but can be split into a 
variety of little pieces like atoms, protons, neutrons and 
so on. Therefore, there is no exact border between all 
the entities in the world. For instance, nowadays we 
use reconstructive surgery or prostheses to help the 
human body to recover after an accident. By using 
these objects the border between human beings and 
other entities becomes fluid, and to be more precise: 
Everything is part of the human body. In this context 
Harman ( 2018, p. 30) says that all objects that surround 
us, no matter if they are mid- or large-sized, seem to 
have independent features. But in fact the large objects 
receive all their properties from the little ones, which 
lead to the fact, that without the small components, 
the large ones would not exist. But at the same time 
Harman (2018, p. 37) makes clear that “objects are 
never just bundles of literal properties”, which leads to 
the assumption that every object is more than just a 
variety of properties. To be more accurate it can be said 
that “all of the movement and stasis in the world can 
be derived from a single root: the interplay between 
objects and their qualities“ (Harman, 2018, p. 161).
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Instead of interplay it can also be talked about 
interconnectedness or as the title says interaction. Over 
the last years humanity has built up an overlapping and 
interacting web that connects everyone with everything 
(Colomina and Wigley, 2016, p. 9). Every action of one 
object has an impact on all the other objects. Braidotti 
(2013, p. 5) talks about “the historical moment when 
the Human has become a geological force capable of 
affecting all life on this planet.” In relation to this thesis 
also all non-human species must be added because 
there is no difference between them, which leads to 
the fact that also the non-human entities are capable 
of affecting all life on the planet. Braidotti (2013, p. 
79) proposes to see the interrelation between humans 
and animals as essential for the identity of them. 
Furthermore, she believes that “it is a transformative or 
symbiotic relation that hybridizes and alters the ‘nature’ 
of each one and foregrounds the middle grounds of 
their interaction“ (Braidotti, 2013, p. 79).
For architecture and urbanism that means that they 
are not only part of the life-sustaining web, but part 
of weaving this web (Fitz, Krasny and Architektur 
Zentrum Wien, 2019, p. 13). This includes the thinking 
of buildings as relationships with an ongoing setting 
of environments or people and not only things (Fitz, 
Krasny and Architektur Zentrum Wien, 2019, p. 28). 
When talking about an interwoven net or architecture 
in general that directly leads to the term of care.

“In the most general sense, care [is] a species 
activity that includes everything that we do to 
maintain, continue, and repair our ‚world‘ so that 
we can live in it as well as possible” (Fitz, Krasny 
and Architektur Zentrum Wien, 2019, p. 29).

According to that the world includes our bodies, us and 
the environment (Fitz, Krasny and Architektur Zentrum 
Wien, 2019, p. 29). For architects this means that 
they should develop their designs with always having 
in mind that we all live in symbiosis with nature (Fitz, 
Krasny and Architektur Zentrum Wien, 2019, p. 53). 
If they harm nature, every entity on the planet will be 
affected – no matter if softly or badly.

“Architects should take responsibility for how 
building materials are obtained, moved, and 
the environmental impact of those processes, 
of what has been displaced, and of how the 
building will be maintained” (Fitz, Krasny and 
Architektur Zentrum Wien, 2019, p. 31).

The following example of Venice shows how the 

interaction can fail, or more precisely, how complex 
a system can become if there are too many, 
uncontrollable interactions.

“Venice and the lagoon are inseparable 
elements of a single system —the health of the 
Venetian Lagoon is essential to the protection 
of the city. Modern industrial development, 
commercial shipping and large cruise ships 
along with changes in lifestyle, especially mass 
tourism versus the routines of local residents, 
have, however, distorted the historically resilient 
dynamic interrelationships between human 
activities and the lagoon system, exacerbating 
the sustainability of the city and weakening its 
symbiotic relationship with the lagoon and its 
ecology. It is a huge responsibility for current and 
future generations in Venice to safeguard this 
cradle of humanity, biodiversity and unique form 
of coexistence and address the threats of the 
immediate future” (Fitz, Krasny and Architektur 
Zentrum Wien, 2019, p. 53).

At the beginning of this paragraph the coexistence of 
different objects that form new objects were mentioned. 
Even this thought can be related to architecture. 
Ankara has 4.5 million residents. Imagine they would 
stand naked together in a field. The whole city would 
disappear. This example shows that a city requires 
more than only humans: It also needs inanimate 
objects (Harman, 2018, p. 31).
What does the whole talk about interaction and 
coexistence mean regarding the research question? 
Maybe it shows that architects should design buildings 
which humans can interact with in order to find new 
ways how they can coexist with other artefacts and 
produce new potentials. Maybe this can happen with 
the arising technologies.

“It was just a matter of time before the machine 
would have no need of its human slaves to 
keep it alive ‘we are ourselves creating our 
own successors…these glorious animals.’ The 
possibilities that humans may either become 
superhuman or have manufactured their own 
demise were already a subject of public debate” 
(Colomina and Wigley, 2016, p. 75).

Eventually, humans will not become superhuman 
because of the indistinction. Instead all human and 
non-human actors attempt to form connections with 
each other to become stronger and more persuasive 
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(Harman, 2018, p. 57).

Irony

“Human is an unstable category, even an 
unstable being. It is not a clearly defined 
biological organism with a particular form and 
set of capacities that collaborates in social 
networks to change things around it” (Colomina 
and Wigley, 2016, p. 23).

The irony that can be observed in that statement is the 
fact that humans act like they are stable beings, but 
in fact they are not. Miss to expect that they are in an 
ever-changing process. This means the person one 
is today is different from the one one was yesterday. 
The ironic thing about that, people act as if there is no 
difference, which can sometimes lead to troubles.
Colomina and Wigley (2016, p. 15) claim that “the 
human might be the only species to have systematically 
designed its own extinction”. They even assume 
that it seems like humanity has nearly accomplished 
this goal. According to Colomina and Wigley (2016, 
p. 15) humanity acts as if it cannot do anything, but 
be overwhelmed by the natural world. It was already 
talked about the human doing something even though 
they know it is too late to change something. Colomina 
and Wigley (2016, p. 96) also talk about the poverty 
of experience. This can be related to the thoughts 
mentioned some lines above. The humans act, but 
they do not have enough experience to act in a useful 
matter. They know that they have to chance something, 
but at the same time they are aware of the fact that 
change comes already too late. The question now is 
what does poverty of experience mean exactly? Either 
it is the experience about how people should act to 
make the world a better place, or it is the experience of 
how to deal with the fact that change does not change 
anything. 
Another example of irony is given by Braidotti (2013, 
p. 9): “The atrocity of Gaddafi’s end – his own 
tyrannical despotism notwithstanding – was enough 
to make one feel slightly ashamed of being human.“ 
This quote makes aware of the fact that, because of 
new technologies, humanity is in a constant progress 
and develops all sorts of objects. Sometimes humans 
exaggerate it and as shown in this case, develop a 
weapon to defend themselves but get attacked by them 
at the same time. 
Again, the whole irony can be related to architecture. 
Contemporary architects and planners are not uncaring 
about the future, the environment, other entities and so 

on (Fitz, Krasny and Architektur Zentrum Wien, 2019, 
p. 27). They are caring about the wrong things and as 
a consequence also do the wrong things (Fitz, Krasny 
and Architektur Zentrum Wien, 2019, p. 27).

Gapsploitation

“Irony is just the aesthetic exploitation of gaps”, says 
Timothy Morton (2013, p. 46).

“Critical thought rests on a social constructivist 
paradigm which intrinsically proclaims faith in 
theory as a tool to apprehend and represent 
reality, but is such faith still legitimate today” 
(Braidotti, 2013, p. 5)?

This doubt, which has been expressed by the author 
Braidotti, puts the existence of knowledge into 
question. How to detect the gap between knowledge 
and reality is one of the main concerns of the book 
Object-Oriented Ontology: A New Theory of Everything 
by Harman.

“The state of grasping objective facts is often 
called knowledge, and knowledge is taken to 
mean the human recognition of a truth, so that 
knowledge and truth generally come as a pair. 
In our time, the findings of science are usually 
recognized as the gold standard for knowledge 
and truth” (Harman, 2018, p. 4).

If human beings are asked to define something there 
are only two possible answers they can give: either 
what it consists of or what it does (Harman, 2018, 
p. 43). These are the only facts a human being can 
know, because reality is not accessible to humans by 
the definition of OOO (Harman, 2018, p. 7). “There is 
no direct knowledge of anything”  (Harman, 2018, p. 
52). To give an example: “what burns is a flame, rather 
than our perception of the flame” (Harman, 2018, p. 
155). The flame still burns, whether or not a human is 
watching, because it is what OOO calls a real object. 
The counterpart is the sensual object. Sensual objects 
only exist as the correlate of some real objects like 
dreams for instance. Dreams only exist as a human 
being experiences them. Additional to the real and 
sensual objects, there are real and sensual qualities. 
The real ones exist in their own right and are not 
directly accessible to human beings, and the sensual 
ones are what humans or non-humans can experience 
(Harman, 2018, p. 160). This thesis concerns itself 
with irony in terms of exploiting gaps. In this sense 
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the bonds, tensions and gaps between the four poles 
of real objects and qualities, and sensual objects and 
qualities are of further interest. OOO treats them as the 
root of time and space, as well as essence and eidos 
(Harman, 2018, p. 9). In the book Are we human? by 
Colomina and Wigley other gaps are discussed. One 
obvious example is the gap between a real person and 
their representation on the Internet. On one hand, this 
can be considered a metaphor: Someone can try to get 
as much information on one person via the Internet, 
but that will never lead to the point where someone can 
say they know someone like they would if they knew 
each other personally, because the information on 
the Internet is only a representation and the reality is 
never accessible. On the other hand, this gap can get 
interesting to exploit when bits and bytes are treated as 
equal parts of the environment in architecture. Another 
gap discussed by Colomina and Wigley (2016, p. 24) is 
the one between the human and their designs:

“In a sense, the artifacts are more than the 
human. Artifacts are therefore never simply 
the representative of human intentions and 
abilities. They are also openings, possibilities 

of something new in the human, even a 
new human. There is always a gap between 
intentions and what is produced. The artifact 
offers something unexpected, some additional 
quality or resistance.”

This observed phenomenon can be compared to 
the OOO’s point of view. While all artefacts are part 
of the human, some still have qualities of their own – 
qualities that were not intended by the manufacturer 
sometimes. Therefore humans are able to create real 
objects. An example could be a marriage. It seems to 
only consist of the two human beings, but the marriage 
has emergent qualities that are more than the sum of 
the two individuals (Harman, 2018, p. 32). 
The gaps between the four poles described above are 
what this thesis aims to exploit. In Mark Foster Gage’s 
words: this “puts architects in the business of designing 
qualities that wrap around and allude to the existence of 
deeper realities lurking below the perceivable surface” 
(Harman, 2018, p. 252).

OBJECT-ORIENTED ONTOLOGY: A NEW 
THEORY OF EVERYTHING
by Graham Harman

Figure 1 — The Quadruple Object

There are two kinds of objects and two kinds of qualities: real and 
sensual, in both cases. Real objects and qualities exist in their own 
right, while sensual objects and qualities exist only as the correlate of 
some real object, whether human or otherwise. Since objects cannot 
exist without qualities and vice versa, there are only four possible 
combinations, indicated by the four lines between the circles above.
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Figure 1 — The Quadruple Object

There are two kinds of objects and two kinds of qualities: real and 
sensual, in both cases. Real objects and qualities exist in their own 
right, while sensual objects and qualities exist only as the correlate of 
some real object, whether human or otherwise. Since objects cannot 
exist without qualities and vice versa, there are only four possible 
combinations, indicated by the four lines between the circles above.
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“Irony is just the aesthetic exploitation of gaps.”
– Morton, 2013, p. 46

“There are two kinds of objects and two kinds of qualities: real and 
sensual, in both cases. Real objects and qualities exist in their own 
right, while sensual objects and qualities exist only as the correlate 
of some real object, whether human or otherwise.”
– Harman, 2017, p. 160
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Sublime

“The human might be the only species to have 
systematically designed its own extinction, and 
seems to be getting close to accomplishing the 
goal. Yet it largely acts as if it cannot do anything 
about it, staring at the prospects of its own 
demise as if transfixed, even with a lingering 
sense of pride in this massive self-destructive 
accomplishment. It is as if the image of a cast 
sublime natural world overwhelming the human 
attempt to comprehend it has been reversed. 
The human itself is now the overwhelming 
spectacle” (Colomina and Wigley, 2016, p. 15).

As mentioned before, the authors Colomina and Wigley 
(2016, p. 24) write that humans are able to create new 
real objects, which have qualities of their own that are 
sometimes not even intended in the first place. The 
sensual qualities are what appear as the correlation 
between two objects, in this case (Harman, 2018, 
p. 160). In the Anthropocene-Capitalocene several 
objects were produced that have led to a Hyperobject 
called global warming. It is often predicted that the 
human species, like thousands of other species, 
will become extinct due to the consequences. This 
fact creates intense feelings in a human being. The 
forecast of one’s death arises despair, an immense 
pain. But still, the human species feels pride, a 
pleasure in being this powerful. The feeling of power 
of controlling nature, even though there is no control 
at all. The human relationship to its environment 
and the Hyperobjects can therefore be described as 
sublime, in so far that it is “a pleasure mixed with pain 
and a pleasure that comes from pain“ (Lyotard, 2005, 
p. 98). Furthermore the Sublime bears witness to the 
instance of the addressee (Lyotard, 2005, p. 96). This 
can be related to sensual objects and qualities defined 
by OOO. Till now the effects on the addressee of the 
Sublime have only been related to human perception 
and their inner space, but the sensual objects and 
qualities affect objects of all kind in their own way. The 
Sublime also looks at the gap between thought and the 
real world (Lyotard, 2005, p. 95). Also this is bound to 
the human scale, but can be widened up to consider 
the gap between the real and the sensual. In this sense 
every Gapsploitation as, described above, has sublime 
features.
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To visualize the idea of architecture this thesis presents, 
a drawing was made. To show the interaction between 
different entities more than one image was needed. 
Hence the decision fell on creating an animation out 
of the drawing. 
The  drawing  was named Ring around the dolls‘ house, 
which is an allusion to the well-known children‘s song. 
The reason for this choice was the idea of creating 
a circulatory system. In the video especially the tiny 
robot clarifies this thought because it flies around in 
the dolls‘ house. In the first part of this chapter it is 
described what can be seen and heard. The second 
part explains the single parts and their connections in 
a more detailed way.
Different entities inhabit a grid-structure that is formed 
like a cloud. The viewer is asked to pick up a pen and 
hold it in front of the silhouette on the right side of the 
screen. A tiny robot is connected to a sun tank at the 
top of the structure. It detaches and falls down in the 
middle of the screen onto a trampoline. The robot 
represents a cultural object in comparison to the plants 
that surround it, which are considered natural. The 
plant in the left half of the constellation starts growing 
as soon as the robot is fully charged. The landing on 
the trampoline which catapults the tiny robot in another 
direction is underlaid by a bouncing sound. As soon as 
it leaves the flexible material, nozzles attached to the 
upper right corner of the construction start producing 
steam, which surrounds a tillandsia that hangs in the 
middle of the box. The steam will be referred to as blur 
in this thesis because this describes best what it is 
used for: it blurs the vision of human beings and other 
entities as well. At the same time a dragon that is only 
visible through glasses that go up and down inside the 

grid can be seen for the first time. Whenever it can be 
seen, its breath can be heard as well. Furthermore, 
the catapulting of the trampoline triggers the ink tank 
to refill the pen of the viewer. The hose coming out of 
the ink tank reaches it as soon as the robot lands on 
a second trampoline, which catapults the robot onto 
the pen. The second catapulting stops the production 
of the blur and the refilling of the ink. When the robot 
lands another puff of the dragon sounds and the hose 
of the ink is almost stowed away. Where the pen was 
refilled a little drop of ink starts falling down to the 
ground. Some chirping of crickets emphasizes the 
blossoming of the flower on the left. This can be heard 
clearly as soon as the ink hose disappears completely 
and its rattling sound falls silent. The chirping, which 
can only be heard from the left side converts into a 
squeak and then into a monotonous high pitched noise, 
which reminds of a panicky cry of some creature dying, 
as soon as the flower starts to wilt. This jarring sound 
remains until all parts of the flower are rotted in its pot. 
The drop of ink reaches the ground and the dragon can 
be seen again. The tiny robot that drove on top of the 
pen to the right side starts to fly. It turns around and 
enters the construction again at the spot where the 
blur is produced. This leads to sublime feelings in this 
entity and triggers a colour-sound spectacle. On the 
left side two units of the grid glow red and blue and 
move up and down. In the middle of the construction a 
yellow light jumps from one unit to the next, and ends 
above the dragon. The box behind the pen gleams 
greenly. The boxes next to it start blinking green and 
violet afterwards. As soon as the unit that contains the 
nozzles turns dark blue the units next to it start falling 
down and light violet and orange afterwards. A growling 

RING AROUND THE 
DOLLS’ HOUSE
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low tone accompanied by a machinelike rattling and a 
high frequented beeping completes the shocking sound 
atmosphere. All this ends with the whole construction 
flashing red as soon as the robot exits the blur, except 
for the beeping. The robot starts blinking red and an 
alarm sound can be heard until the robot reaches the 
charging station. At the same moment the flower on 
the left ends its rotting process. When fully charged the 
robot lights up in green colour. When detaching from 
the cable a vibrating sound can be heard until the robot 
touches the trampoline again. The whole procedure 
starts over again, which emphasizes the circulatory 
system that is aimed for in this idea of architecture. The 
main difference in the second turn is the sound of the 
spectacle. A soughing sound that wanders back and 
forth between the left and the right side is accompanied 
by a technical billowing sound. These are underlaid by 
the beeping of the robot, the noise of the nozzles, the 
scream of the dying flower and the breath of the dragon 
until the red light flashes up and the robot flies back to 
the sun tank.

Constellation

The overall constellation consists of a grid. Grids offer 
a maximum of flexibility to adjust to different needs 
by attaching various objects that can interact with 
the dwellers of the dolls‘ house accordingly. The grid 
itself does not take up much place, but offers a lot of 
space inside. Furthermore grids enable a maximum 
of interaction with the environment because they 
are open and do not try to resist the impacts of the 
outside. Even more, the borders of in- and outside get 
dissolved. They can be sensed by human beings and 
possibly by other beings as well, even though there are 
no clear borders. In this way grids per se are conducive 
to Gapsploitation. Additionally, the grid is formed like a 
cloud. A formation that is a symbol for representing the 
unrepresentable as Hubert Damisch (Vidler and Rose, 
2016 cited in Diller and Scofidio, 2002, p. 174) said 
about the Blur Building.

Blur 

As every entity appears to be equal this architecture 
combines all of them and reacts to the different needs 
of the dwellers living in the constellation. Therefore 
there is a water tank, which is needed to produce a 
blur. The plants in the grid get watered with specially 
developed nozzles. Further on, besides the watering 
of the plants, the arising blur also has an effect on 
the appearance of the whole building. If the nozzles 

produce fog, the inside of the building gets invisible 
for the observer. The consequence is some sort of 
privacy within this very open construction. The fog also 
imitates the appearance of a cloud. This fact leads to 
the case study which was done on the Blur Building. 
Apart from that all the involved entities are influenced 
by the appearance of the blur. Either they also use it 
for nutrition or for something else. What they all have 
in common is the fact that they respond to or rather 
interact with it in different ways. One last thought about 
that: The Sublime can be related to this blur. Every part 
of the constellation experiences a pleasure mixed with 
pain and a pleasure that comes from pain (Lyotard, 
2005, p. 98).

Colour-Sound Spectacle

When the little robot enters the blur, it experiences 
these sublime feelings. At that moment, a colour-
sound spectacle starts. On one hand it is a symbol for 
these feelings and on the other hand it represents the 
interaction that will be integrated into the dolls‘ house 
which is a part of this thesis. With unforeseeable light 
effects and unexpected sounds intense feelings are 
created in the addressee. This can be electric lights 
and also materials that change the natural light. 
Furthermore there can be moving things that can be 
sublime like the parts of the grid or flexible materials as 
explained in the next paragraph.

Trampoline

Another symbol for Sublime is the trampolines in 
the drawing. The entities using the construction get 
shocked, have intense feelings and are overwhelmed. 
Such feelings are the properties of Sublime. In the 
drawing mainly the tiny robot experiences these 
feelings. But also the real user, the human in this 
case, has sublime feelings. Not so much because 
of the trampoline but because of the colour-sound 
effects, which were described before, but someone 
who plays with the dolls‘ house, of which this drawing 
shows the concept, can interact with them, too. In the 
drawing the trampolines are used to represent the 
use of flexible materials in general. When developing 
a design this trampoline can be replaced by an 
interacting wall for example a so-called Liquid MIDI, 
which is an experimental textile interface for sonic 
interactions (Boruslawski, 2015). The intention is to 
create an architecture that provides the opportunity to 
interact with it and one possibility to do so is the use of 
interactive materials.
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Interaction with real human

This thesis presents an architecture in which all 
entities, whether human, non-human, natural, cultural, 
real, or fictional are treated equally (Harman, 2018, 
p. 9), so that all can benefit from each other. Two 
categories were trickier than others to represent in a 
drawing: the real and the human. Instead of a playing 
child the spectator is invited to interact with a pen. In 
this way they use a real object to get the perception 
of interacting with the drawing. The experience of the 
animation is influenced in this way. In the dolls‘ house 
human beings can interact more directly in several 
different ways. A playing child that touches a Liquid 
MIDI textile triggers various sounds, for instance 
(Boruslawski, 2015).

Tanks

One aim of this thesis is to acknowledge that all beings, 
humans, non-humans, cultural, natural, real or fictional 
(Harman, 2018, p. 9), are equal, which means they 
all have equal worth, deserve equal attention and are 
equally autonomous. This assumption shall be the 
starting point for an architectural design. Therefore 
in our drawing we include three tanks that shall 
demonstrate that. First, there is a sun tank. With the 
help of that the whole system gets supplied with solar 
energy. For instance the tiny robot can be charged there 

or the plants, in this case the flower, takes its energy 
from it. Certainly, the flower needs light; therefore also 
a lamp will be integrated, which gets its energy from 
the solar energy. Second, there is a water tank, which 
provides water. On the one hand to sustain the plants 
with normal water, on the other hand to provide water, 
which can be converted into blur. Third the ink tank 
sustains the pen with ink. All in all, the tanks supply the 
wants of the involved entities. In the dolls‘ house the 
sun tank may be some solar cells, for instance.

Dragon

In order to not distinct between real and fictional in a 
dolls‘ house, the gap between these must be exploited. 
The dragon in this drawing is used as a symbol 
for fictional entities, since dragons only exist in the 
human’s mind. It is only imagined. One idea to get a 
connection to objects that are normally inaccessible is 
infrared or ultraviolet photography. These frequencies 
are invisible to human eyes, but can be seen by 
different animals. The drawing represents another 
method of creating bridges to the fictional world: when 
removing the polarization filter, LCD screens look blank 
to the human eye, but can be seen through glasses, 
like the ones going up and down in front of the dragon. 
In this way the presence of the dragon can be sensed, 
but it is not directly accessible to the playing child.
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RELATED WORKS 
OF RENOWNED 
ARCHITECTS II

After having outlined the idea of architecture of this 
thesis, this chapter will deal with six different projects 
which fully or at least partly deal with these ideas. 
Especially, HUSOS Architects and Andrés Jaque 
design buildings that perfectly suit in the perception of 
architecture regarding this thesis. Additionally, Malka 
Architecture also suits into this thesis. 

Flat Refurb

The first project presented is called Flat Refurb by 
HUSOS Architects and was built in 2019 in Madrid. 
The building is based on so called Spanish »corrala«, 
which is a type of building with a block of flats and a 
shared interior courtyard. The architects deal with the 
term of climate, both environmental and social. Before 
they started with the design, they have analysed the 
dwellers’ needs carefully. For instance a dog as well 
as its owner is extremely sensitive to the heat, which 
had to be taken into account during the design process. 
Another important fact was the need of a big living 
room, as it is meant to be the central place (Gracia and 
Barajas, 2019). The whole project is also an example 
for interaction with its surroundings. In the summer the 
east and west side are open so that the air can circulate 
during this hot period. At the same time the west façade 
is turned into a climatic cushion (Gracia and Barajas, 
2019). Another point is a vertical vegetable garden 
which is 

“protected on the inside by a set of two curtains, 
one made of transparent plastic, creating a 
greenhouse effect in winter, and another made of 

a porous textile that provides shade in summer” 
(Gracia and Barajas, 2019). 

Also the term of Gapsploitation can be experienced 
in the building. The reason for that is the interplay of 
mirrors: sitting with the back to the window one can 
still experience the view out of the window. A similar 
effect is created by the sliding door. When it is closed 
the inside becomes private and at the outside a great 
video projection can be seen. To meet the dog’s needs 
a series of cotton hemispheres are fixed on the floor. 
The open-sided gallery makes it possible to interact 
with neighbours and the vegetable garden that is cared 
for together. HUSOS Architects (cited in Gracia and 
Barajas, 2019) say about their building:

“This home is the spatial translation of this 
pair of flatmates’ different needs and specific 
wishes, but we believe that it also opens up the 
possibility of a new typological configuration and 
of the implementation of multiple strategies for 
many other, very different social microrealities 
and forms of home in a small living space.”

Bathyard Home

The project Bathyard Home is a renovation of an 
apartment in a residential building dating from 1900. 
The 130 m2 apartment was energy-inefficient and 
dark before the renovation in 2016, mainly due to its 
orientation. Only one window was facing southwards. 
This orientation, which is the best to place windows 
regarding the course of the sun, was used for a 
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corridor and a storage room. HUSOS Architects 
introduce a new type of floor plan to meet the needs 
of the woman, who moved there, her sons and her 
plants: the outcome is the Bathyard. Their goal was to 
change as little as possible of the existing material. The 
focus lay on the partitions inside the apartment. The 
corridor and storage rooms have been changed into a 
spacious bathroom, which the woman had wished for. 
In the middle of it the small Bathyard finds its place. It 
is surrounded by partitions made of wood frames and 
materials with different transparency grades. This can 
be linked to the Gapsploitation, since it exploits the 
different perception of light people can have. In order 
to prevent drying of the air to care for the plants’ needs, 
the Bathyard is the only room where no underfloor 
heating is installed. On one side of the yard, there is 
a more private room with a toilet and a shower. On 
the other, there is a bathtub. The two humid spaces 
offer perfect conditions for the plants. A folding bench 
next to the bathtub emphasizes the diverse uses 
possible. An oculus connects the living room with the 
Bathyard, so interaction between the central room and 
the surrounding is always possible. A wooden screen 
can blind it for family movie nights. Furthermore there 

is a curtain to block light coming through the entrance. 
The curtain as well as the movable partitions around 
the Bathyard plays with surprising reflections of light 
(Whiteman, 2016).

Host and Nectar Garden Building

One further example that fits into this thesis is a 
bioclimatic building called Host and Nectar Garden 
Building by HUSOS Architects which was made 
in 2010 in Cali in Colombia. This building includes 
households as well as work areas. The speciality when 
talking about this building is the green façade which 
creates a microclimate within the building. A network 
of biological corridors allows native insects and birds 
to visit this garden. This example goes along with the 
Monarch Sanctuary, described and analysed some 
pages before. Bushes and climbing plants which are 
from the local ecosystem were planted there in order 
to provide life-sustaining substances for birds, local 
insects and especially butterflies. The butterfly is most 
important because its presence is used as a biometre 
to figure out the environment’s quality. The interaction 
between different entities can be seen in this small 
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setting. But the aim of the project is to transfer it to 
a global instance, which means people who visit this 
building are encouraged to take some seeds back 
home in order to plant them on their own balconies 
(Gracia, Barajas and Amaro, no date). 

“The design and management of the building-
garden has allowed the garden to work as a set 
of affective multimedia devices that strengthen 
the symbiotic relationships between the 
house-workshop and its environment and are 
acknowledged as entities operating on scales 
ranging from local to global.” (Gracia, Barajas 
and Amaro, no date).

Island House in Laguna Grande

As already mentioned at the beginning HUSOS 
Architects is not the only office that deals with the 
ideas of this thesis. Office for Political Innovation, 
OFFPOLINN, an architectural office in New York and 
Madrid founded by Andrés Jaque, often concerns itself 
with environmental problems and climate change. 
Their work aims to include different species into their 

architecture. One project, which is designated to non-
humans as well as humans and is hence relevant 
for this thesis regarding the indistinction, is the 
Island House in Laguna Grande (Arjona, 2020). The 
office analysed the current state of Laguna Madre in 
Corpus Christi in Texas, which is the habitat of various 
mammals and coastal species. As one of the biggest 
wild island-barriers it shelters ancient species of the 
sea. Furthermore it protects the ecosystem from the 
polluting oil platforms nearby (Jaque, 2015). To analyse 
the needs of this area in order to meet them afterwards 
is to care for all objects with equal attention. The animal 
and vegetal species are endangered by the proximity of 
humans that led to an increase of acidity in the coastal 
water and furthermore by the consequences of global 
warming like the rising sea level for instance (Arjona, 
2020). Rainwater gets collected and preserved. 
Sensors on the ground measure the acidity level of 
the water. The structure then reacts to it by spraying 
the water. In this way the acidity decreases (Jaque, 
2015). The Island House can therefor be regarded as 
an interacting machine.
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Colegio Reggio

The project called Colegio Reggio was designed by 
Andrés Jaque in 2019 in Madrid and is also a suitable 
example. The design is based on the thought that 
“architectural environments can prompt in children 
a desire for exploration and inquiry” (Jaque, 2019). 
Therefore a complex ecosystem was developed where 
this complexity of the environment is experiential and 
readable. All in all it demonstrates an assemblage of 
different situations, climates and regulations. The most 
interesting part is the second floor, where students 
coexist with soil and water tanks that sustain an 
indoor forest which reaches the upper level regarding 
a greenhouse structure. The classrooms for older 
students are placed around this forest so that these 
rooms appear as a small village. 

It was created “a cosmopolitical agora where 
vegetation, water, and soil frame a changing 
program of gymnasium, art classroom, 
conference and events hall, and gathering space 
for school assemblies” (Jaque, 2019). 

The connection to this thesis is clear because the 
project deals with the topics of coexistence, interaction 
and is similar to the idea of Hundertwasser’s Tree 
Tenants. But also one negative aspect regarding the 
interaction can be mentioned: There is no interaction 
between the inside and the outside of the building. The 
building seems to create an individual Mesh within the 
big Mesh.

The Green Machine by Malka Architecture

“The desert, with a horizon in constant projection, 
fascinates with its virgin magnificence of its 
landscapes and the purity of its lines.
Beyond the retinal fascination of this sublime 
landscape of the absences and the silence, 
the desert is a territory rich in unexploited 
resources”(Malka, 2014).

To stop the climatic and social impact of desertification, 
Stéphane Malka from Malka Architecture designed 
the Green Machine in 2014, a gigantic machine that 
inhabits a whole city. It is constructed on four Crawlers, 
which consist of caterpillars (Malka, 2014). When 
moving on desert grounds, the caterpillars on the 
front are used for ploughing. The later ones supply the 
earth with water, natural fertilizers, and cereal seeds. 
These plants can stop desertification instantly. Over 

years the area can develop from seasonal plants to 
inhabitable areas for a variety of living beings. The 
Green Machine is able to supply itself with sufficient 
energy by using several modern technologies (Malka, 
2014; Stevens, 2014). Furthermore balloons that 
hover above collect water from the air (Malka, 2014). 
The city offers education, food services, and places of 
entertainment and relaxation (Malka, 2014; Stevens, 
2014). It is structured as a circulatory system using 
the wastewater, solid and liquid organic waste (Malka, 
2014), which can be related to Hundertwasser, who 
used toilets to create humus, and a plant-based 
sewage treatment facility (Rand and Hundertwasser, 
1993, pp. 134-135). But it is not planned as a closed 
system. It interacts with its environment. On one hand, 
it takes energy and water from it and on the other hand 
it offers plants. In this way it gets part of the sublime 
landscape of the desert and minimizes the effects of 
the Hyperobject global warming.

Kai Tak Conflicted Rocks

One further example designed by Andrés Jaque is 
the project called Kai Tak Conflicted Rocks, which he 
developed in 2014 for the city of Hong Kong, but was 
not realised. In an extremely literal way the dialectic 
between the natural and the constructed, the capacity 
of architecture can be explored. Being more precise 
the dialect between landscape and architecture can 
be seen. Talking about natural and artificial Andrés 
Jaque can be directly referred to this thesis. “The 
project shapes a group of artificial mountains that 
overlap the artificial landscape of the former Kai Tak 
airfield” (Jaque, 2014). Therefore a dialog between 
the organic mountain and the artificial one begins. 
The whole construction can be crossed by a network 
of paths; alternative as well as environmental. This 
project seems quite logical, but there is also some 
irony implemented. The environmental conditions of 
the area shall be improved by a special surface, which 
was designed for the exterior side of the mountain. 
Similar to a cave the interior space is used for 
commercial encounters or as a hall and 

“is covered by a thick skin made out of dwellings 
looking onto the bay. These dwellings have 
direct access to the mountain surface, and they 
face urban and civic spaces while embracing the 
artificially natural environment” (Jaque, 2014). 

To conclude this part the project is excessively playing 
with the terms of natural and artificial.



75

[F
ig

. 5
8]

 C
ol

eg
io

 R
eg

gi
o 

by
 A

nd
ré

s 
Ja

qu
e

[F
ig

. 6
0]

 K
ai

 T
ak

 C
on

fli
ct

ed
 R

oc
ks

 b
y 

A
nd

ré
s 

Ja
qu

e
[F

ig
. 5

9]
 G

re
en

 M
as

ch
in

e 
by

 S
té

ph
an

e 
M

al
ka



76

[F
ig

. 6
1]

 A
rit

fic
ia

l I
nt

el
lig

en
ce



77

AT THE EDGE OF THE 
ANTHROPOCENE

Of Thinking and Sensing

In the essay Geographies of Sensitive Matter: On 
Artificial Intelligence at Urban Scale Benjamin Bratton 
(2017a) discusses the term intelligence. Similar to this 
thesis when it is claimed that everything is equal, he 
states that

“intelligence is distributed among multiple 
positions and forms of life, both similar and 
dissimilar to one another. No single neuro-
anatomical disposition has a privileged monopoly 
on how to think intelligently. What might qualify a 
general intelligence is not duty bound to species 
or phylum, but is marked by that capacity for 
abstraction” (Bratton, 2017a).

Every entity has its own kind of intelligence. He 
considers AI as mineral intelligence, which also has its 
own kind of thinking (Bratton, 2017b). Equal does not 
mean that every entity has the same intelligence, but 
that the variety of thinking is equally important to the 
overall intelligence of the Mesh. Regarding this Bratton 
(2015) writes that machines will teach humans “a fuller 
and truer range of what thinking can be.” Humans have 
a clear idea of what thinking should be and therefore 
try to teach this to the machines they are constructing. 
But while human thinking is a rather chemical process, 
the AI is a physical one. The border between what is 
human and what is not is fluid. On one hand humanity 
is able to create objects with new qualities (Colomina 
and Wigley, 2016, p. 24), but on the other hand it 
can be considered as humans broadening their own 

intelligence. Similar to glasses that are considered 
as a part of a human body, AI can be considered as 
an exterior prosthesis of the brain. “They can think 
because they can sense”, Bratton (2017a) states about 
AI. In the essay The City Wears Us. he explains that 
the specialty of intelligence is that it can react to its 
surroundings and in this sense it must be examined 
what and how they sense them (Bratton, 2017b). And 
this perception differs from entity to entity. Any object 
that has a surface can be equipped with what he calls a 
skin, since the human skin is the largest sensory organ. 
The skin does not need to be physically connected. 
It consists of several sensors that work together as 
a network (Bratton, 2017b). Bratton (2017b) gives 
one example of a similar development of the natural 
world: the Cuttlefish. Its skin is complex. It is used to 
camouflage, to trap, and even to communicate. To him 
the skin is more than a tool of intelligence, but situated 
inside the skin itself (Bratton, 2017b).
By combining different parts in a design humans could 
change their perception of the object and the perception 
of the object itself. But to gain intelligence it needs 
more than the mere perception of the environment. It 
must be able to act on it.

Mass Extinction

Humans are currently experiencing a mass extinction 
on the Earth. Extinction is commonly known as the 
subtraction of species with the conception that species 
are discrete DNA. Hence extinction is the subtraction of 
discrete DNA. Humanity tries to counteract by storing 
this discrete DNA (Bratton, no date). For example 
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the University of Georgia’s Regenerative Bioscience 
Center (RBC), that are building a so-called frozen zoo, 
took skin cells from a captivated clouded leopard in 
2013 (Wang, 2015). This species, originally habituating 
the forests of south east Asia, was declared extinct 
in that year (Wang, 2015). The cells are planned 
to be reprogrammed into stem cells, so one day 
the species can be recultivated (Wang, 2015). This 
thesis has discussed the term indistinction before 
and it is again relevant in this context. Nature does 
not distinct between individuals (Bratton, no date). 
There is a fungus that covers more than 2000 acres, 
parasites inhabit the bodies of others and there lives an 
uncountable amount of bacteria inside what humans 
would call one single body (Bratton, no date). Bratton 
(no date) therefore claims: “You too are a ‘them’ […]”. 
Thinking, that humans are individuals, leads to the 
belief that humanity could survive this mass extinction, 
because they are separate. Bratton (no date) puts it 
like this:

“Still, it is a paradoxical accomplishment to 
survive a mass extinction event. The modern 
human species has the dubious distinction of not 
only observing and measuring mass extinction 
while it is happening, but also doing so with the 
understanding that it is one preeminent agents of 
that event. It does so, however, with the comfort 
that – one way or another – it too is unlikely to 
survive the bloody edge of the Anthropocene 
‘intact’”.

This is a sublime kind of irony. On one hand the 
knowledge that it is an unachievable goal to survive 
arises immense feelings of despair. On the other 
hand there is a feeling of power and pride of being a 
preeminent agent in a global event. It is “a pleasure 
mixed with pain and a pleasure that comes from pain“ 
as Lyotard (2005, p. 98) describes the Sublime. In 
addition, the more humanity concerns itself with its 
own extinction and tries to fight it, the more glued it 
becomes exactly like Morton (2013, p. 48) describes 
the human’s relationship to Hyperobjects.

Empathy

“To design a trap, one must have sufficient 
empathy with whatever is to be trapped; you 
must think like a fox, bear or customer in order 
to know how to get that creature to come or 
go as you intend. Too little empathy and you 
miscalculate means; too much empathy and you 

miscalculate ends”, 

that is what Bratton (2016, p. 100) says when talking 
about mood in design. This statement relates to 
architecture and further on to this thesis, as architects 
need empathy to create architecture for all entities. 
For architects it is easy to create architecture for 
other humans, but the most difficult part is to create 
architecture also for non-human entities, which for 
example includes robots. The ironic fact about that: 
until now humanity expects empathy from other entities 
like robots or AI, but is unable to feel empathy for them. 
Bratton (2016, p. 98) describes this phenomenon like 
this: 

“AI must not only be intelligent in some 
transistor-embodied way, it must convince a 
human that it thinks like humans do. Unless it 
can coax empathy from the human, it may not 
be recognised as intelligent, and may even be 
switched off”. 

Regarding this topic the question of how much empathy 
from non-human creatures can be expected appears. 
For instance, if a spider builds its web, it will not think of 
other entities when doing so. That does not mean that it 
feels no empathy at all, but differently. Humans should 
try to communicate with non-humans. It becomes even 
more difficult when taking technology as an example 
because the question is how much human a robot is, 
as it was built and programmed by them.
One architectural example regarding feelings and more 
precisely empathy is Cafè Graditude (Bratton, 2016, p. 
99). There not only the staff must pretend to like the 
guests and enjoy serving them, but also the customers 
are expected to express their spiritual solidarity and if 
they want to order some food, they have to shout out 
plates’ names like I Am Gracious, I Am Devoted or I 
Am Liberated (Bratton, 2016, p. 99). The idea sounds 
like an innovative and good solution for empathy 
regarding the coexistence between humans. But 
this thesis concerns all entities living on this planet 
and until now communication between humans and 
robots or robots and animals is not good enough to 
really create architecture in the sense of this thesis. 
As already outlined, one important step going in this 
direction would be to really understand other entities’ 
feelings and moreover decentralize the human. As a 
consequence, if humans will have understood other 
beings, technology can be used to communicate.

“By design, listeners would be guided almost 



79

subliminally through their working day by 
‘stimulus progression’ algorithms that were to 
make them calm, energetic, focused or relaxed 
at just the right time” (Bratton, 2016, p. 99). 

This seems to be the time when machines have learned 
to feel empathy with humans. Bratton only talks about 
the empathy, but it might also be possible to make non-
humans feel other feelings like love or anger in a much 
more intense and communicative way in the future. 
The challenging part for architects is to implement 
these feelings in their architecture in order to make all 
creatures feel the intended feeling.

Technology as a communication tool

This thesis also treats the term of the so-called Post-
Anthropocene. This is the time were “both revelatory 
and catastrophic, from selfcomposing landscapes 
to conversing machines and from human exclusion 
zones to the apparatus of geocinema” (Bratton, 2019, 
p. 15) appear. Bratton (2019, p. 16) talks about the 
Post-Anthropocene being a time, which will be formed 
by something un-, post- or inhuman. Bratton (2019) 
concerns himself with the term of non-human entities 
and what they might do or become in the future. There 
is a lot of potential in communication and working with 
non-humans, especially regarding new, constantly 
changing technologies. When talking about humans 
“as a mutable and untimely figure, not only capable 
of metamorphoses but inevitably caught within them”, 
Bratton (2019, p. 16) perfectly refers to this thesis as it 
also stimulates seeing humans as incomplete creatures 
without any closed form, but as an ever-changing mass 
composed of little atoms. Similar to this thought is the 
idea of Braidotti (2013) who talks about not seeing 
the human as the centre of the world. Bratton (2019, 
p. 18) even takes it to the extremes when he talks 
about so-called human exclusion zones that appear 
when humanity brings automated factory logics, which 
actually means robots, into the city. According to his 
account: 

“The definition of ‘streets’ may change as 
automated vehicles (AVs) and the ambulatory 
humans formerly known as ‘pedestrians’ are 
kept at a secure distance from each other. In 
such a world, human zones may be more park-
like, but robots take the streets” (Bratton, 2019, 
p. 18). 

This idea does not exactly describe the idea this 

thesis outlines about the relationship between different 
entities, as here it is not intended to have different 
parts for various entities. This architecture is able to 
merge different zones with each other and creates one 
new atmosphere. The important aspect is to create a 
space, where all entities feel as they are treated the 
same regarding their needs and are able to satisfy their 
needs.
Furthermore there is also a connection to the 
Gapsploitation, one of the main topics of this thesis. 
Bratton (2019, p. 21) talks about “the emergence of new 
technologies that reveals things that have been there all 
along, but which were difficult or impossible to perceive 
without them”. This statement refers to the fact that 
there are a lot of things in the world which coexist with 
humans but they are not able to perceive all of them. 
Nonetheless humanity can use new technologies to do 
so. And even more, new technologies can also make 
communication between various entities possible.

After the Anthropocene

Bratton (2017c) defines the term of Anthropogeny as 
the study of humans’ origins, more precisely he means 
the fact that something not quite human becomes 
exactly that. Bratton (2017c) combines this definition 
with his definition of the Post-Anthropocene, which 
is a geo-historical time in the future in which humans 
transform into posthumans, inhumans or unhumans, in 
a few words: something that is different from human, 
a completely new species. Having these definitions 
in mind, this thesis can be understood from a little 
different point of view regarding the term of coexistence 
and interaction. If humans use technology to become 
the mentioned posthumans, this transformation would 
mean that different entities could have managed to 
coexist in a special way and as a consequence interact 
with each other and form a someone. This can be 
referred to Bratton’s (2017c) Superhumanity. If humanity 
survives the Anthropocene, it will undoubtedly not be 
as humans (Bratton, 2013). The “trauma of anthropic 
disenchantment” will not only have consequences for 
individuals, but for all the different identities on this 
planet (Bratton, 2017c).
Morton (2013) talks about the fact that we do not know 
anything and that it is nearly impossible to know more 
than just the tip of the iceberg. Bratton (2017c) goes in 
a very similar direction: 

“the reason we know that climate change is even 
happening at the nuanced degrees that we do 
is because of the measurement capacities of 
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terrestrial, oceanic, atmospheric sensing meta-
apparatuses that are at least representative of an 
industrial-technological system whose appetite 
is significantly responsible for the changes being 
measured in the first place.” 

This reveals humanity’s actual dependence on 
modern technology. It helps to really understand and 
percept what happens around every human being, as 
sometimes: 

“It‘s just not possible to distinguish between what 
is an existential risk and what is an absolute 
invention, and what is both at once” (Bratton, 
2013).

Technology may help the human to do so.

New species, new ways of thinking

Even though humanity uses and develops new 
technologies to make their lives easier, some humans 
are sort of insecure and careful when using them. This 
thesis tries to dissolve the distinction between all the 
entities and one way to do so might be technology, to 
be adjusted to the different needs. And when using 
technology humanity has to change its way of thinking 
and behaviour. Bratton (cited in Motyakina, 2018) puts 
it like this: 

“Many of the apparently revolutionary 
technologies of the so-called fourth Industrial 
Revolution – AI, robotics synthetic biology 
machine vision, and so forth – demand a 
recalibration of our understanding of our relation 
to the world based on what they reveal that is 
not new but which has in fact always been true.” 

These developments are new and open up 
opportunities that humans have no experience with, 
it is like discovering the uncanny valley. People feel 
unease when confronted with something non-human. 
At the same time they know that they can be helpful 
(Motyakina, 2018). 
Koolhaas even says “that complexities cannot be 
understood by only one form of intelligence” (Zolotoev, 
2017). Furthermore he insists that the fact that simply 
one virus can immobilize the planet has to be addressed 
on another scale, the one of data centres, in order to 
make them immune to these sort of conditions. For him 
it is a combination between architecture, technology 
and politics (Zolotoev, 2017). The following statement 

of Bratton (Motyakina, 2018) can be connected to both 
this thesis and architecture in general: 

“Through different genres of computation 
such as smart grids, cloud platforms, mobile 
apps, smart cities, and the Internet of Things, 
automation can be seen not as so many species 
evolving on their own, but as forming a coherent 
whole”. 

When speculating upon what will survive the 
Anthropocene and what will disappear in the future, 
it demands that architects concern themselves with 
complex material interdependencies of materials like 
oil, water, nitrogen, silicon, iron, plankton and so forth 
(Bratton, 2013). But that is not enough, as designers 
in general should also concern themselves with “the 
effects that the subtraction or amplification of any 
one of these will have on the others” (Bratton, 2013). 
The problem with these speculations is that nobody 
really knows anything about the relationship between 
different materials and how much attention each one 
needs. Nonetheless, artists and designers should draw 
connections and conclusions in order to use them for 
their artefacts. Rem Koolhaas and his team (cited in 
Zolotoev, 2017) once said: “Architecture will always be 
necessary to accommodate our persistent desire for 
collectivity.” In saying so he perfectly fits into this thesis, 
as he calls upon including all the needs of humans, and 
this thesis widens its understanding and says all the 
needs of all entities on this planet.

There is no planet B

“We have only this planet, and have to fit our species 
into the energy flows of its biosphere” (Robinson, 
2018). At this part of the thesis the earth as a whole 
shall be the focus. There is an idea called the Half Earth 
concept, which means that humans will leave about 
half the Earth’s surface in order to give back space to 
wild plants and animals where they can live unimpaired 
as they did before (Robinson, 2018). Some scientists 
even claim that the concept is already becoming the 
future, as people are leaving the countryside anyway 
and stream in the cities. They claim that it should rather 
be thought about how to manage this process and at 
the same time warn that one important issue is to “avoid 
extremes and absolutes of definition and practice, and 
any sense of idealistic purity” (Robinson, 2018). This 
concept is seen to be the absolute solution to prevent 
the human from the sixth great mass extinction and 
the biosphere of the Earth from complete destruction 
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(Robinson, 2018). Humanity is often too inaccurate and 
calls these emptied landscapes wilderness, but in fact 
it is not talked about bringing back the wilderness. “but 
these emptied lands would be working landscapes, 
commons perhaps, where pasturage and agriculture 
might still have a place” (Robinson, 2018). These 
working landscapes should exist alongside the empty 
land and those areas are expected to work for humans 
“as part of the health-giving context of any sustainable 
civilisation” (Robinson, 2018).
The idea of the Half Earth concept can be related 
to Bratton’s Exclusion Zones, as there will be 
planned separation between human and non-human 
(Motyakina, 2018). Nowadays the countryside is often 

thought as being part of an urban system. 

“It’s not the site of nature, it’s in fact where the 
most advanced technical systems, the interfaces 
of the most complex forms of cultural globalization 
are taking place” (Zolotoev, 2017). 

Traditionally it is said that the city is where the machines 
live and the countryside where the nature is, but it is the 
other way around: The cities are where humans live 
and the countryside where the machines are (Zolotoev, 
2017).
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COLLABORATION AS A 
LIFESTYLE 

Precarity

The society of the Anthropocene, especially in the 
western culture, has come to believe that stability is 
the norm. There are things in life that are believed 
to be stable, starting from marriages and friendships 
until the rule of law and democracy, but most of all 
the environment around them. People know this 
can change under certain circumstances, but do not 
consider this as normal. Precarity is what comes after 
these exceptional events. Precarity is treated as the 
exception of the system that is believed to rule the 
cultural world (Tsing, 2015, p. 20). Natural disasters 
are the most common cause for precarious conditions. 
Society is used to seeing pictures of people having to 
endure precarious circumstances after a hurricane or 
a flood, for example. These are thought to be horrible 
and awaken compassion, but society thinks itself 
safe by believing these situations are exceptional. In 
contrast to this belief, the natural world has only one 
constant, which is change. The stability humans built 
around themselves is unnatural.
Also architecture as a form of human culture follows 
this idea. Architecture wants to resist outer influences 
in order to keep stability within. From being waterproof 
to being earthquake resistant, architecture gives the 
security of not changing despite the forces of nature. 
Furthermore locks are installed to keep human burglars 
out. Nets protect people from mosquitoes and other 
insects. Everything is done to prevent any change 
of the life inside. When this protection fails, people 
experience pain. It could be as little as a spider on 
the bedroom floor or as monstrous as a flood making 

the house and its environment uninhabitable, which 
creates precarity.

“Precarity is the condition of being vulnerable to 
others. Unpredictable encounters transform us; 
we are not in control, even of ourselves. Unable 
to rely on a stable structure of community, we 
are thrown into shifting assemblages, which 
remake us as well as our others. We can’t rely 
on the status quo; everything is in flux, including 
our ability to survive”,

writes Anna Lowenhaupt Tsing (2015, p. 20). It is 
the realisation that one does not have total control 
of one’s own fate. Others can affect the life that was 
thought to be stable. Others that are not only humans, 
but possibly all entities in the Mesh. In the book The 
mushroom at the end of the world: on the possibility of 
life in capitalist ruins, Tsing (2015, p. 20) suggests that 
precarity is the state of our time. She asks: “What if 
precarity, indeterminacy, and what we imagine as trivial 
are the center of the systematicity we seek” (Tsing, 
2015, p. 20)?
This thesis concerns this question in terms of 
architecture. Negating the negative connotations of 
precarity, this thesis aims to treat humans as part of the 
Mesh and create architecture, in which this happens. 
The fear of change through others vanishes by the fact 
that others are part of oneself.

“Thinking through precarity changes social 
analysis. A precarious world is a world without 
teleology. Indeterminacy, the unplanned nature 
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of time, is frightening, but thinking through 
precarity makes it evident that indeterminacy 
also makes life possible” (Tsing, 2015, p. 20).

Progress

“It seems that the utopian imagination is trapped, 
like capitalism and industrialism and the human 
population, in a one-way future consisting only 
of growth”,

that is how Ursula K. Le Guin (cited in Tsing, 2015, 
p. 17) describes the term progress which has been 
an important topic in history and also nowadays. 
As it was stated earlier in this thesis everything is 
in constant progress, even the human organism is 
constantly developing. The irony in this topic: Humanity 
wants to develop everything further, for instance 
technology and even itself, but without thinking about 
the consequences. The reason for that is because 
especially when talking about technology the human 
being is too slow to realise the ongoing progress. This 
means the term of progress has become something 
ungraspable and therefore some sort of Sublime, as 
humans are not able to represent or fully sense it. 
One consequence of humans’ action is the extinction 
of other species. “We are stuck with the problem of 
living despite economic and ecological ruination” 
(Tsing, 2015, p. 19). Instead of only focusing on the 
human species, humanity should develop a strategy 
that enables all entities on this planet to collaborate, 
which would lead to the extinction of extinction. Tsing 
(2015, p. 19) proposes to pay attention to mushroom 
picking: “Not that this will save us – but it might open 
our imaginations.”
Another term that is glued to the topic of progress is the 
Anthropocene, which Tsing (2015, p. 19) describes as 
“the epoch in which human disturbance outranks other 
geological forces”. It includes the triumph of humans 
which have the entire power over the world. Colomina 
and Wigley (2016, p. 15) were quoted stating that “the 
human might be the only species to have systematically 
designed its own extinction”. Tsing (2015, p. 19) claims 
that the extinction is neither intended nor planned. The 
result is the same: a mess of the planet (Tsing, 2015, 
p. 19). The question is if the solution is the same. Tsing 
(2015, p. 19) proposes:

“imagining the human since the rise of capitalism 
entangles us with ideas of progress and with the 
spread of techniques of alienation that turn both 
humans and other beings into resources”.

This thought insinuates that humans are the victims of 
a regime they have created regarding progress over 
the last centuries. The question is now if they can live 
within this regime, or rather exceed it (Tsing, 2015, p. 
19).
One might also think that there is something else 
besides this regime. The question is if there is life that 
happens independently from humans’ plans (Tsing, 
2015, p. 20). Humans expect economies and sciences 
to grow in order to achieve their individual goals. This 
expectation led Tsing (2015, p. 21) to question is if 
there will be a collective happy ending.
At this point one should go back to the overall topic of 
progress that “still controls us even in tales of ruination” 
(Tsing, 2015, p. 21). Tsing (2015, p. 21) claims that the 
human species is different from other entities because 
it looks forward, whereas other entities are dependent 
on us, as they live day to day, and as long as humanity 
imagines that humans are made because of progress, 
non-humans are stuck in this imaginative framework. 
This statement completely differs from this theory, as 
it claims that all entities deserve equal attention and 
there is no pre-dominant species. Nonetheless, there 
is one aspect that is applicable: every species is 
dependent on each other. This can be recognised best 
when talking about the Mesh, which will be dwelled on 
later.

“Each living thing remakes the world through 
seasonal pulses of growth, lifetime reproductive 
patterns, and geographies of expansion. Within 
a given species, too, there are multiple time-
making projects, as organisms enlist each other 
and coordinate in making landscapes” (Tsing, 
2015, p. 21).

This statement is not only true related to the term of 
progress, but is also a description of the coexistence, 
as the objects only exist as they are, as a result of 
coming together or even living in symbiosis.
To conclude the thoughts on the topic of progress an 
appeal of Tsing (2015, p. 22) shall be outlined:

“Many preindustrial livelihoods […] emerge, but 
we neglect them because they are not a part of 
progress. These livelihoods make worlds too – 
and they show us how to look around rather than 
ahead.”

For short, instead of developing everything further 
without really having control of it or the appropriate 
knowledge. Humanity should go one step back.
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Coexistence

The Matsutake is the most valuable fungus in the 
Japanese culture. It plays a major role in the Japanese  
kitchen and is gathered around the world to export 
to Japan (Tsing, 2015, p. 67). A characteristic of it is 
the inhabitability of destroyed landscapes. In addition 
it provides nourishment to the trees and therefore 
supports forest growth. The coexistence of the fungi 
and the trees makes new life possible, even under 
dreadful conditions. In the words of Tsing (2015, p. 
4): “To follow matsutake guides us to possibilities of 
coexistence within environmental disturbance.” This 
knowledge should not provide an excuse to destroy the 
environment any further, but an example of regaining 
life in its fullest. It shows the interdependence of 
various beings and should guide humans to live in this 
sense. The Matsutake is an example of collaborative 
survival (Tsing, 2015, p. 4). 
To sustain human’s life on earth despite the effects of 
the Hyperobejct global warming, architecture needs to 
treat the needs of other beings equally like the ones 
of humans, because they depend on each other. 
This thesis seeks the solution of this challenge in 

Gapsploitation.
“How DOES A GATHERING BECOME A ‘HAPPENING,’ 
that is, greater than a sum of its parts? One answer 
is contamination”, writes Tsing (2015, p. 27). The gap 
between the whole and its parts can be explained by 
contamination in the sense of the effects one entity has 
on another. What this means will be dwelled on in the 
following paragraphs.
Tsing (2015, p. 29) uses the example of herself and a 
stick. She writes that to survive humans need help and 
help always comes from another being. When hurting 
one’s foot one can use a stick to lean on when walking. 
Tsing (2015, p. 29) calls this an encounter in motion. 
This phenomenon relates to the fluidity of the border 
of human beings. Colomina and Wigley (2016, pp. 
224 - 229) describe this on the basis of the common 
conception of prosthesis, which are regarded as part 
of the body. Contact lenses and glasses enhance 
the capacities of the human vision. This supports 
the conception of technology being able to broaden 
the intelligence of human beings (Bratton, 2015). 
Earlier in this thesis it was stated that clothes belong 
to humans as fur does to cats. Clothes can change 
the appearance of a person considerably. People are 
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always an encounter in motion – an encounter of the 
human being, its clothes, its hairstyle and much more. 
This makes the distinction between different entities 
hard, though not impossible.

“For living things, species identities are a place 
to begin, but they are not enough: ways of being 
are emergent effects of encounters. […] cart 
horses and hunter steeds share species but not 
lifeways” (Tsing, 2015, p. 23).

The interactions work both within and across species 
(Tsing, 2015, p. 29). Thinking of identities one could 
answer that they are a teacher for instance. But a 
teacher is only a teacher as long as there are students 
to teach. Further on the students might identify as 
students, but they, too, are only students as long as 
there is a teacher to teach them. The encountering of 
the two identities makes the identities possible. But not 
only beings whose existence depends on each other 
affect one another. “In the process, each organism 
changes everyone’s world” (Tsing, 2015, p. 22). Every 
entity is more than the sum of its parts at any moment. 
There is no clear border to the surrounding objects 

and new objects, sensual objects, emerge out of all 
encounters.

Mesh and Assemblage

Discovering the atom was the capstone of humanity’s 
dream of controlling nature, but the atom bomb at 
Hiroshima at the same time changed things (Tsing, 
2015, p. 3). It marks the point in history when humans 
understand that they have the ability to destroy 
liveability on the planet, no matter if intentionally or 
not (Tsing, 2015, p. 3). This awareness also increases 
because of the knowledge about Morton’s (2013) 
Hyperobjects, which are for instance pollution, climate 
change and mass extinction (Tsing, 2015, p. 3). They 
made humans aware of the fact that they cannot control 
everything even though they want to. One might think 
that the atom bomb, for instance, is a tool to control 
these Hyperobjects, but: “Despite talk of sustainability, 
how much change do we have for passing a habitable 
environment to our multispecies descendants” (Tsing, 
2015, p. 3)? The term Hyperobjects can also be related 
to Tsing’s (2015, p. 5) book, even though she is not 
directly talking about the them: “To appreciate the 
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patchy unpredictability associated with our current 
condition, we need to reopen our imaginations.” Here 
she talks about the unpredictability that Hyperobjects 
create.
Apart from the term of the Hyperobjects this thesis 
also concerns itself with the topic of the Mesh or the 
assemblage. Tsing (2015, p. 4) talks about patchiness, 
which she describes as “a mosaic of open-ended 
assemblages of entangled ways of life, with each 
further opening into a mosaic of temporal rhythms 
and spatial arcs.” And she ended up in the topic of 
heterogeneity of time and space, that experts have not 
experienced yet (Tsing, 2015, p. 4). Her thoughts are 
similar to this thesis, as she also talks about the Mesh 
where everything affects everything, but she does not 
call it as such:

“We know that beavers reshape streams as 
they make dams, canals, and lodges; in fact, 
all organisms make ecological living places, 
altering earth, air, and water. Without the ability 
to make workable living arrangements, species 
would die out. In the process, each organism 
changes everyone’s world. Bacteria made our 
oxygen atmosphere, and plants help maintain it” 
(Tsing, 2015, p. 22).

These world-making processes can overlap and as 
a consequence allow making room for many species 
(Tsing, 2015, p. 22). One important aspect is that 
humans are equally important in that system, which 
means that every action of them has an influence 
on other species and the human being is equally 
dependent on the other entities. One example is the 
fire, which early humans used to cook, but also to burn 
landscapes and attract animals to eat the new grass, in 
order to hunt them and feed their family (Tsing, 2015, 
p. 22). This means also humans shape multispecies 
worlds, which are living arrangements for the species 
concerned but also all the others (Tsing, 2015, p. 22).
Within the last few years humans have understood or 
even accepted that there are different communities that 
influence each other, but the much more interesting 
question is how these varied species influence the 
others in a species assemblage (Tsing, 2015, p. 22). 
That is in fact not completely defined: some eat each 
other, others work together and still others just live 
in the same place: “Assemblages are open-ended 
gatherings” (Tsing, 2015, p. 22).

“Non-human ways of being, like human ones, 
shift historically. For living things, species 

identities are a place to begin, but they are not 
enough: ways of being are emergent effects of 
encounters” (Tsing, 2015, p. 23).

For instance, looking for mushrooms is a way of life, but 
it is certainly not a characteristic of all humans. Another 
example is pines helping mushrooms to live in human-
made open spaces (Tsing, 2015, p. 23). To sum up: 
Assemblages do not gather lifestyles, but make them 
(Tsing, 2015, p. 23).
The answer to the question “How DOES A GATHERING 
BECOME A ‘HAPPENING,’ that is, greater than a sum 
of its parts?” (Tsing, 2015, p. 27) is contamination, as 
it changes mutual worlds, world-making projects and 
new directions that may emerge. Everyone is kind of 
contaminated and purity is not possible. “One value of 
keeping precarity in mind is that it makes us remember 
that changing with circumstances is the stuff of survival” 
(Tsing, 2015, p. 27).

Survival

Biologically speaking the meaning of life is to survive.

“Scholars have imagined survival as the 
advancement of individual interests—whether 
‘individuals’ are species, populations, organisms, 
or genes—human or otherwise” (Tsing, 2015, p. 
28).

To survive beings always decide to their own best 
interest. Richard Dawkin’s Selfish Gene can explain 
this concept on the scale of genes, but it can be adapted 
to larger scales like organisms and populations. The 
selfish gene is able to “look out for their own interests 
that fuels evolution” (Tsing, 2015, p. 28). This regards 
the selection process of sexual partners. It gets 
sorted out through criteria that differ from individual to 
individual, but are often pretty similar. Typical criteria 
are health and strength that seem to promise further 
survival. The economic man of the Anthropocene  
followed this systematic, too (Tsing, 2015, p. 28), not 
only concerning sexual partners, but also concerning 
all other decisions in life.

“This ‘antropho-’ blocks attention to patchy 
landscapes, multiple temporalities, and shifting 
assemblages of humans and nonhumans: the 
very stuff of collaborative survival” (Tsing, 2015, 
p. 20).

The decisions of the Homo economicus, that are of only 
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interest of the individual and neglecting other entities in 
the system, led to the Hyperobject of global warming, 
which is a threat to the survival of the human species 
due to the threat of many other entities.
“Without Man and Nature, all creatures can come back 
to life […]” (Tsing, 2015, p. 7). Man and Nature with 
capital letters to emphasize the man-made distinction 
between these two. Both are part of the Mesh and there 
is no distinction. This thesis aims for a collaborative 
survival, as does Tsing (2015, pp. 27–28):

“The ‘survival’ featured in U.S. television shows 
or alien-planet stories is a synonym for conquest 
and expansion. I will not use the term that way. 
Please open yourself to another usage. This book 
argues that staying alive—for every species—
requires livable collaborations. Collaboration 
means working across difference, which leads 
to contamination. Without collaborations, we all 
die.”

[F
ig

. 6
6]

 C
ar

te
 B

la
nc

he
 b

y 
To

m
ás

 S
ar

ac
en

o



89

[F
ig

. 6
7]

 C
ov

er
 o

f t
he

 S
el

fis
h 

G
en

e 
by

 R
ic

ha
rd

 D
aw

ki
ns



90

[F
ig

. 6
8]

 In
si

de
 fr

on
t c

ov
er



91

DOLLS’ HOUSES

“[…] even when working on a small scale, one can still 
think big!”, writes Andreas Papadakis (1983, p. 4) in 
the book Dolls’ Houses. He announced an architectural 
competition for dolls’ houses in 1981. In the book the 
result of the competition is described. This chapter 
aims to extract relevant ideas how to build a dolls’ 
house in regards to this thesis.
According to Gerard Lewis (cited in Papadakēs, 
1983, p. 134) the dolls’ house was originally used to 
teach decoration and etiquette to girls of young age. 
Nowadays it is used as a toy. This fact led him to 
abandon all the rules of what a dolls’ house should 
look like. This is directly connected to the Sublime. 
Furthermore he wanted to make it educational.
This thought was also picked up by Hans Lortye (cited 
in Papadakēs, 1983, p. 108) who describes dolls’ 
house as being a representation of the family. By 
imitating a family a child learns about the processes of 
society, which lives together in this world. In this sense 
a child could also learn about the interconnectedness 
of the Mesh.
According to Tadao Ando (cited in Papadakēs, 1983, p. 
31): “The most important problem for people today in 
the city is the lack of contact with nature.” This problem 
is addressed in many dolls’ houses in the book, which 
can therefor be linked to this thesis.
David West (cited in Papadakēs, 1983, p. 14) for 
instance uses parts of trees as the main structure. He 
adds floors resemble bracket fungi. Regarding to the 
Living Root Bridges in Meghalaya, described in an 
earlier chapter, real bracket could form the floors of this 
building.
West aims to animate the child to construct their own 

dolls’ house, as does Jane Blyth (cited in Papadakēs, 
1983, p. 60). In this way there are no restrictions to 
the child’s imagination and a maximum of possible 
interactions is offered.
Glen Gibb and Maria Morris’ (cited in Papadakēs, 1983, 
p. 12) suggestion for a dolls’ house wants to “provide 
a framework within which to play”. This thesis aims to 
dissolve boundaries. Hence providing a framework is 
quite the opposite. A dolls’ house that follows the idea 
of architecture presented here might be a starting 
point for the play. Furthermore, it is connected to all its 
surroundings, so there is no clear in- and outside. 
The suggestion for a dolls’ house made by Francis 
de Vallee (cited in Papadakēs, 1983, p. 18) claims to 
have no interior separations. The various objects inside 
solely indicate the borders. The design uses every-day-
life objects. According to de Vallee (cited in Papadakēs, 
1983, p. 18) children give all objects an own identity. 
Since this thesis wants to treat all objects equally, 
giving an identity is a major point. It also resembles the 
sublime project in Melbourne, where trees were given 
an identity (Fitz, Krasny and Architektur Zentrum Wien, 
2019, p. 31).
Laura David, Raymond Yin and Patricia Kirkpatrick 
(cited in Papadakēs, 1983, p. 50) cater for the needs 
of two users: on one hand, the playing child, and on 
the other hand, the inhabitants. They imagined the 
characters of the designed dolls and designed the 
dolls’ house accordingly.
To satisfy the requirements of the indistinction, the 
dolls’ house should react to all different entities, 
whether human, non-human, natural, cultural, real or 
fictional (Harman, 2018, p. 9). Some of the suggestions 
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David West‘s suggestion.
Papadakēs, A. (ed.) (1983) Dolls’ houses. London : New York, N.Y., USA: Academy Editions and Architectural Design ; 
Distributed in the U.S.A. by St. Martin’s Press (Architectural design profile, 46).

of the competition started to go in this direction. G. F. 
Koopman (cited in Papadakēs, 1983, p. 11) claims to 
have designed “a dwellings for mice.”
M. J. Long and Colin St. John Wilson (cited in 
Papadakēs, 1983, p. 44) offer home to toys of different 
types and scales.
Matthis Heider (cited in Papadakēs, 1983, p. 87) adds 
the possibility to shelter living animals.
Michael Gold and Paul Wellard (cited in Papadakēs, 
1983, p. 52), who won the competition, offer space for 
various toys, live animals and the children themselves.
Melanie Taylor (cited in Papadakēs, 1983, p. 130) 
exceeds that all by saying that the dolls and rooms 
have their own characteristics and are therefore more 
than a mere representation of the world.
The design of de Vallee (cited in Papadakēs, 1983, p. 
18), which has been mentioned before, offers one more 
feature that can be integrated into this thesis: buttons 
built into the dolls’ house activate various elements. 
This is an early kind of digital interaction that can be 
enhanced with modern technology.
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Papadakēs, A. (ed.) (1983) Dolls’ houses. London : New 
York, N.Y., USA: Academy Editions and Architectural 

Design ; Distributed in the U.S.A. by St. Martin’s Press 
(Architectural design profile, 46).

Francis De Vallee‘s 
suggestion.

Papadakēs, A. (ed.) (1983) Dolls’ houses. London : New 
York, N.Y., USA: Academy Editions and Architectural 

Design ; Distributed in the U.S.A. by St. Martin’s Press 
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“How can we use irony to create architecture in which 
humans and non-humans are treated equally and 
benefit from each other?”

Things are perceived differently by various entities. In 
fact the perception is just a rendering of reality, which 
can be quite ironic. This thesis has concerned itself with 
Morton’s (2013) irony, the Gapsploitation, and what this 
kind of irony means for architecture. Gapsploitation 
means exploiting the gap between how the world is 
and how humans can perceive it. It is the gap between 
reality and human perception. It is the gap between 
knowledge and reality. OOO claims that the external 
world exists independently from humans’ awareness 
(Harman, 2018, p.10).
Another topic that occured in this thesis were the 
so-called Hyperobjects. Morton (2013, pp. 37–39) 
describes them as “entities that are massively 
distributed in time and space.” According to him they 
“can be thought and computed, but not directly touched 
or seen.” Regarding this thesis, Hyperobjects should 
also be part of the design process: Architects should 
consider the effects of them on the design and the 
effects of the design on the Hyperobjects carefully 
and let them interact in a proper way. When they 
do so, Hyperobjects can be made visible, or rather 
make themselves visible. The more we know about 
Hyperobjects, the more glued we become to them. 
They affect everything because they are part of the 
Mesh.
As an explanation for the different topics, some case 
studies have been analyzed that underlined the different 
ideas. The Living Root Bridges, for example, show 
what happens if humans coexist with non-humans in a 
proper way. In general the border between humans and 
non-human entities is extremely fluid. Humanity is in an 
ever-changing process and the human was doubted in 
this thesis. It is the interplay between different objects 
and their qualities that form a new object. This leads 
to the fact that humans need to consider what they do 
and how it affects other beings. To understand other 
entities’ needs, humans could use technology, which 
would enable them to perceive things they would not 
perceive without its help.
Lyotard (2005, p. 98) described the term Sublime 
as “a pleasure mixed with pain and a pleasure that 
comes from pain”. The Sublime bears witness to the 
incommensurability between the thought and the 
inexpressible. It can only be recognized by its effects 
on the addressee. Exactly that is the point where the 
Hyperobjects occur. They are sublime objects as they 
are absolutely large and can only be thought, but not 

sensed completely. Sublime in general is about not 
following any rules and this leads to a shocking effect 
on the addressee. Another aspect of the Sublime is 
representing the unrepresentable. There are objects 
that are too big for a human to understand. Humans 
always only have an Idea of these objects. Nonetheless 
they try to represent such sublime objects, which 
is the irony in the Sublime. Diller and Scofidio, who 
designed the Blur Building, concerned themselves with 
weather. Their building represents a cloud. They play 
with the blurry vision it creates and the feelings in the 
addressee. There is a gap between what is, what can 
be conceived, and what can be represented.
OOO holds that all objects deserve equal attention, 
whether they are human, non-human, natural, cultural, 
real or fictional (Harman, 2018, p. 9). This thesis 
appealed for an indistinction in architecture which pays 
attention to different needs. Fitz and Krassny (2019, 
p. 10) describe the condition of the planet earth as 
being “in urgent need of critical care.” In order to care 
appropriately, humans need to determine the different 
needs.
Furthermore, this thesis concerned itself with the topic 
of extinction. According to Colomina and Wigley (2016, 
p. 96) this is due to the poverty of experience, which 
describes the condition of knowing that things are going 
terribly wrong, but people have too little experience to 
act properly.
Also the term artificial intelligence was discussed. Every 
entity has its own kind of intelligence and all different 
forms of intelligence are equally important to the Mesh. 
Bratton explains that the specialty of intelligence is that 
it can react to its surroundings and in this sense it must 
be examined what and how they sense them (Bratton, 
2017b). And this perception differs from entity to entity.
In the end some explanations of different topics were 
given. One of them is precarity. Due to Tsing it is treated 
as the expectation of the system that is believed to rule 
the cultural world (Tsing, 2015, p. 20). To keep stability 
within, architecture tries to resist outer influences. 
Furthermore, the term of progress was outlined. It is 
about the fact that humanity tries to develop everything 
further, but does not think about the consequences. 
Presumably because the ongoing progress is too slow 
to realise.
The whole theory ended up in a design for a doll’s 
house.
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At this part of the book we focused on developing a 
design that represents our theory best. As we did 
not want to only show the result, we decided on also 
representing the process. Regarding our theory, the 
process is as important as the result itself. On the 
following pages we have documented the design 
process with pictures.
Everything started with some stinky experiments where 
substrate was produced on which different bacteria 
and fungi should grow. This step was important as in 
our theory we intend to treat all entities regarding their 
needs. But to do so, we first have to get to know these 
needs. 
At the same time we abandoned four wooden dolls 
in the forest in Weer as well as in Innsbruck, Tyrol, 
Austria. A brief glance at the dolls should stimulate the 
passengers to build them a home. The process was 
quite impressive to watch. With this action we tried to 
get to know how interactive humans are, as one topic 
of our theory is the interaction between all the different 
entities.
And then the first design was born.
As a next step we grew crystals that we wanted to 
implement in our design. In the following weeks we 
came up with some more designs. These will not be 
outlined here in detail, as we did so in the upcoming 
pages.
As our thesis wants to create gapsploitative 
architecture, also our final model concerns the term 

of Gapsploitation. Here we want to give you a short 
summary about the final outcome. We exploit the gap 
between how the world is and how humans can perceive 
it. So, if a spectator looks at our model, the reality of this 
model is just a rendering of the reality. Different kinds 
of objects come together and form a new, bigger entity 
– the doll’s house. The beings themselves do not have 
much in common, but assembled together they all have 
an effect on their neighbors. They create gaps. This is 
comparable to the Mesh. Everything comes together 
and has an effect on something else. And also the term 
of the Hyperobjects is still there. We try to represent 
the Mesh. But it is unrepresentable because it is too 
big and too complex. Inside everything is equal without 
any distinction. Trying to represent the unrepresentable 
is a major part of the Sublime. Sensing objects beyond 
humans’ perception is what creates sublime feelings. 
This gap can also be sensed in the model through 
the colours. The colours underline our concept of 
connections. As for us they hold together the different 
parts. They are like an upper layer that controls the 
uncontrollable physical model. As we, as architects 
or designers, should have an overall control, when 
we design something. Sometimes there is not even a 
physical connection between certain entities, but the 
beholder can sense them. 
All in all the whole process was important for us to 
develop the final design as we gained experience from 
every step.

Introduction
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Saturday
06.03.21

@Weer
Front view
We have made a substrate from soup and gelatine 
(transparent) and from smoothie and gelatine for fungi 
and bacteria to grow on. Afterwards we have dribbled 
water from an aquarium with turtles and from one with 
various aquatic plants on them.

@Weer
Top view

@Weer
Front view
This substrate is made from another smoothie and 
soup again. Smears of a mouth should be a starting 
point to grow. The construct is decorated with crystals.

@Weer
Top view
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Saturday
06.03.21

@Weer
Front view
We have filled this glass with all three kinds of 
substrate and have added two plants.

@Weer
Top view

@Weer
Front view
On the substrate on a stone, we have sprinkled some 
coffee grounds.

@Weer
Top view
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Sunday
07.03.21

@Weer
And the boy on the ground with a little seat of moss.

@Weer
We have put the girl a little bit higher, as if climbing.

@Weer
These are the surroundings of the tree, where we 
have positioned two dolls.

@Weer
In order to encourage strangers to build a dolls‘ 
house, we have created an infosheet that says: “What 
could these dolls need here? Help building them a 
beautiful home!”
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Sunday
07.03.21

@Weer
Additionally, we have gathered some sticks and 
stones to provide material.

@Innsbruck
We are waiting excitedly, what will happen to them 
and if somebody will build them a home.

@Innsbruck
The boy is waiting for someone to come.

@Innsbruck
Also in Innsbruck two dolls have been set out in the 
woods.
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Monday
08.03.21

@Innsbruck
Top view

@Innsbruck
Front view
An empty chicken egg is used to grow bacteria in it. 

@Innsbruck
Top view

@Innsbruck
Front view
We have tried to grow bacteria on a tree bark and 
have also placed a one-cent-coin in the substrate. 
With that we have created an interplay between 
natural and artificial.
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Monday
08.03.21

@Innsbruck
Top view

@Innsbruck
Front view
To combine different entities we have also tried to 
grow some bacteria in an empty snail shell. 

@Innsbruck
Top view

@Innsbruck
Front view
Maybe also in the orange peel some bacteria or fungi 
will feel well. 
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Monday
08.03.21

@Weer
Only one day later, some people have built a home for 
the dolls. To the sides where people can come from, 
the sticks are densly put like walls.

@Innsbruck
Top view

@Innsbruck
Front view
Here we simply put the substrate on a stone. 

@Weer
The builders have put the dolls next to each other on 
the grounds. Perhaps for their company and a more 
comforting position for the girl. Or merely, because 
the sticks were not long enough to protect the girl 
otherwise.
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Wednesday
10.03.21

@Weer
Top view

@Weer
Front view
The colour of this substrate has changed completly 
from some pink to a shade of grey. Furthermore this 
one smells worst.

@Weer
Top view

@Weer
Front view
On three of the four hens‘ backs, fungi or bacteria 
have grown.
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Wednesday
10.03.21

@Weer
Top view

@Weer
Front view
On the coffee, where we expected some orange 
fungus, white hair have grown.

@Weer
Top view
The fungus has created a structure that resembles 
hills and dales.

@Weer
Front view
From this view the depth of the mould which has 
grown in this glass is visible.
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Wednesday
10.03.21

@Weer
On this one, we sprayed some disinfectant.

@Weer
We have added a little bit of ointment, which are said 
to be fungicidal and bactericidal next to the growths.

@Innsbruck
Somebody has taken the invitation of giving the two 
dolls a home too literal. Three days later both were 
gone.

@Weer
It seems that someone has thrown a party for the 
dolls. Both of them have left the house and, are 
situated onto the branches around.
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Sunday
14.03.21

@Innsbruck
Detail 2

@Innsbruck
Detail 1

@Innsbruck
Top view

@Innsbruck
Front view
A lot of hair and greenish mould has grown here. And 
also some brownish mould can be seen. 
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Sunday
14.03.21

@Innsbruck
Detail 2

@Innsbruck
Detail 1

@Innsbruck
Top view

@Innsbruck
Front view
We are astonished, how little has actually grown there 
as we think an old egg would be a good place to grow 
for bacteria and fungi. 
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Sunday
14.03.21

@Innsbruck
Detail 2

@Innsbruck
Detail 1

@Innsbruck
Top view

@Innsbruck
Front view
A lot of hair can be seen and sometimes some 
greenish islands. 
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Sunday
14.03.21

@Innsbruck
Detail 1

@Innsbruck
Top view

@Innsbruck
Front view
This is one of the most interesting outcomes. A lot 
has grown. There is even that much, that it is quite 
impossible to put the whole organism on some white 
ground. 

@Innsbruck
Detail 2
As you can see here, the stone and the ivy leaves 
have consolidated. But, there is still a lot to see. 
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CONNECTIONS

OVER ALL CONCEPTION

LAYERS IN THE DOLL‘S HOUSE

human non-human

realfictionalcultural
artificial

natural

dragon

playing child complete doll‘s house

inhuman dolls

robots, wind-up-toy

fungi plants animals holepipe

Sunday
14.03.21

@Weer
The party people have also changed the formation of 
the sticks. The front entrance has been removed to 
the side on which the cake lay.

@Weer
The girl is still sitting on the high branch.

@Weer
On the next morning, the boy has regained a more 
comfortable position inside the house.

@virtualspaces
This diagram visualizes the concept of our first design 
of the doll‘s hosue.
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dragon

Sunday
14.03.21

@virtualspaces
We have modelled our ideas and have renderd the 
architectural structures.

@virtualspaces
This diagram visualizes the formal order.

@Weer
The tree has protected the girl better, but she still has 
to endure a little snow on her head, shoulder and lap.

@Weer
The dolls are experiencing their first snow. The roof 
has not protected the boy at all.
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Monday
15.03.21



119

First design of our dolls’ house 

Regarding our research question we wanted to have at 
least one representative for each of the six categories 
that we describe in the course of this thesis. The first 
big pair is human and non-human. To us the playing 
child or adult takes the human part. The non-human 
is represented by the dolls’ house, which consists 
of several layers that address the natural and the 
cultural. The categories of the real and the fictional are 
represented by the connections of the different layers.
We plan to use sticks for birds to sit on and seeds for 
them to eat to stimulate interaction on the top layer. 
Wind-up toys will inhabit the second layer. They are 
essentially cultural. In contrary to robots, wind-up toys 
do not need electricity but are powered by clockwork 
motors. On the third layer, another natural one, we 
plan to let different fungi grow. They form an interesting 
landscape on a small scale. Some animals might find 
a home there or even eat the fungi. Crystals form an 
artificial landscape on the fourth layer. The forms react 
to its environment while growing and might still change 
according to the weather. The whole house shall be 
situated outside. So the bottom floor is the ground given 

and represents another natural layer. With this decision 
it is possible to include the surrounding and the animals 
living there. As a fictional connection of the layers, we 
use an LCD screen that only shows information through 
special glasses that are built into the floors of the dolls’ 
house. We want to make it removable, so it does not 
become wet. In this way it can only be sensed from 
the outside of the layer, which it seems to be in. Other 
fictional connections are coloured, movable slides. 
When the spectator or player moves these slides a 
different point of view is offered and the perception of 
the layer varies. All layers should be connected with 
real connections. When the wind-up toys walk on a 
button, water gets sprinkled on the fungi below. A pipe 
connects the ground with the top floor. Various beings 
could use it to get to another layer. From the wind-up 
toys layer to the crystals we plan to build a ramp, so the 
toys can make a trip to the artificial landscape. Holes 
in all grounds, that get smaller the lower the layer is, 
enable other forms of traffic, birds could also defecate 
through these. Another hole connects the fungi and the 
crystals, so they can form a landscape together.
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Tuesday
16.03.21

@Weer
Top view
This is the last photo of this experiment. We dispose 
of this one today, too.

@Weer
Front view
Some spots have turned white. They appear to be 
frozen but are not.

@Weer
Top view
This is the last photo of this experiment. We dispose 
of it today.

@Weer
Front view
After some time outside the house the hairy growths 
have shrunken a bit but a new, yellow one has grown 
on top of the stone.
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Tuesday
16.03.21

@Weer
Top view
This is the last photo of this experiment. We dispose 
of this one today, too.

@Weer
Front view
The ointments and the disinfectant have not done 
much harm to the growths. They have grown even 
more.

@Weer
Top view
This is the last photo of this experiment. We dispose 
of this one today, too.

@Weer
Front view
The mould has not changed much due to the low 
temperatures outside.
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@Weer
The girl on the branch has gotten soakingly wet.

@Weer
There is so much snow, the boy cannot be seen 
anymore.

Wednesday
17.03.21

@Innsruck
Front View
We have started to set up the water for the crystals 
we want to use in our dolls‘ house. Therefor we use 
Aluminium Potassium Sulfate.

@Weer
It has not stopped snowing for several days.
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@Weer
The girl on the other hand is no where near the dolls‘ 
house anymore. Maybe she is celebrating a family 
reunion with the dolls in Innsbruck.

Friday
19.03.21

Monday
22.03.21

@Weer
Furthermore they have rescued the boy from the 
heavy load and have put him on top of a branch.

@Weer
The weather has changed again and the dolls‘ 
house is completely covered in snow. Someone has 
repositioned the infosheet, so it is readable again.

@Weer
Two days later, the weather has changed completely. 
The snow has melted and the feet of the boy are 
visible again.
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Tueday
23.03.21
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Old concept, new appearance

This new drawing still contains the idea of the different 
layers, split into natural and artificial. Therefore there 
is one platform that is reserved for the crystals, 
another artificial one for the wind-up-toys, one natural 
platform contains the fungi and the smallest one on 
top is reserved for birds. One novelty is the height 
adjustability of the layers. The metallic columns can be 
moved up and down to create an ever-changing dolls‘ 
house with a lot of possibilities for children to play with.
Similar to the previous design, we want to offer 
connections between the layers. We now focused 
on two versions of real connections: the ramps and 
the holes. We plan the ramps to be rotatable, so the 
steepness can be adjusted to the different heights that 
resolve out of the adjustable pillars. Animals like beetles 
could make use of the holes to go up and down. And 
not to forget the birds who can defecate through these.
As a fictional connection we use the LCD screen. On 
the layer above there is a polarisation foil and when 
the playing children look through it, they can see an 
animation on the screen. Otherwise it will appear white. 
The condensation cube by Hans Haacke inspired us 

to put several cubes into the dolls‘ house that are in 
contrast to the rest. While everything else should be 
open to its environment and not resisting the different 
influences, the cubes are closed. We plan to address 
one human sense with each of the cubes. In this way 
we want to create sensual objects that are easily 
recognized as such. On the crystal layer the vision 
is in focus. There is no possibility to reach its insides 
but looking at them. On the fungi layer there is a 
cube which insides can only be felt. We intend to use 
gloves through which the inside of the box can only 
be touched indirectly. On the layer of the wind-up toys 
the cube is similar to a rattle and its insides can only 
be heard. And on the top layer there will be a smelling 
cube. There are more senses to address therefore we 
think of adding a little bubble gum vending machine for 
tasting, for instance.

Wednesday
24.03.21
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Wednesday
24.03.21

@Innsbruck
Top view
Finally some crystals have appeared.

@Innsruck
Front view

Saturday
27.03.21

@Weer
Top view

@Weer
Front view
After 48 hours this beauty has grown to a size of more 
than three centimetres. It is interesting that nothing 
has been visible after the first 24 hours. Therefor 100 
ml of ultra-pure water and 25 mg of alum have been 
used.
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Sunday
28.03.21

@Weer
Some twigs form a little seat for him.

@Weer
Finally the snow has melted completely and some 
springfeelings arrive. Accordingly someone has built a 
little terrasse for the boy.

@Innsbruck
Top view

@Innsruck
Front view
The crystals in the big pot have gotten bigger. 
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@Weer
Another interesting novelty is the lemon on the 
terrasse.

@Weer
The insides of the dolls house seem to have been 
visited by some animals, since the cones are nagged 
off completely.

@Weer
The boy has left the terrasse and is sitting on a 
branch, enjoying the sun.

@Weer
It can be seen from afar that someone has played with 
the doll again.

Tuesday
30.03.21
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Friday
02.04.21

@Innsbruck
Top view

@Innsbruck
Front view
...And also in a little pot some very small crytals have 
grown over the last days. 

@Weer
The boy is now sitting on a new branch.

@Weer
The appearance of the dolls‘ house has changed 
completely over the last few days. The roof now 
protects the former terrasse.
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Saturday
03.04.21

Friday
02.04.21

@Weer
Behind the dolls‘ house there lies a box.
Ist das Kunst oder kann das weg?

@Weer
The inside is equipped with soft grass. And the 
opening is now directly facing the way I come from, 
when coming from my house.

@Weer
We have added 25 mg of alum and 25 ml of ultra-pure 
water to the alum solution from the experiment of 
the 25th of March. We have cooled down one halt of 
it (above) very quickly and the other half slowly (left 
picture right glass).

@Weer
Crystals have grown in these glasses for 48 hours. 
Somehow they have grown on the side of the glass‘ 
floor and not in the middle as the first one did. 
Furthermore they have even grown on the same side. 
For the one on the left, 100 ml of ultra-pure water and 
25 mg of alum have been used and an artificial pink 
feather has been added.
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Saturday
03.04.21

@Weer
Top view

@Weer
Front view
In the one cooled down quickly, many small crystals 
have grown. Unfortunately they reach all ends and we 
cannot get them out without breaking them

@Weer
Top view
Also the corner of the glass can be seen clearly.

@Weer
Front view
From this side, it can be seen how the floor of the 
glass formed this crystal. The slow cooling allowed the 
crystal to grow quite big again. The length is around 
five centimetres. 
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Saturday
03.04.21

@Weer
Top view

@Weer
Front view
Inside the glass with the pink feather not only one big 
crystal has grown but also many small ones.

@Weer
Top view

@Weer
Front view
The curving of the glass has formed this crystal that 
has a size of about four centimetres.
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Saturday
03.04.21

@Weer
Front view
After some trial and error we could finally manage to 
grow a crystal on a string.

@Weer
Top view
On white ground the pink colour can be seen.

@Weer
Top view

@Weer
Front view
Finally, we could get out the small crystals of the 
glass. They have turned out to be much more porous.

Monday
05.04.21
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Monday
05.04.21

@Innsbruck
Detail 2

@Innsbruck
Detail 1
When looking at the crystal in much more detail, you 
get a great idea of how this artificial landscape can be 
integrated into the dolls‘ house.

@Innsbruck
Top view

@Innsbruck
Front view
Finally the crystals are dry and can be put out of the 
box in which we have grown them. These crystals are 
not bigger than 0.5 cm.
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@Innsbruck
The other important topic is the one of nature. So 
we have decided on using actual wooden sticks to 
represent exactly that.

@Innsbruck

@Innsbruck
After a lot of drawings and discussions, we have 
started to determine some materials we want to use 
for our physical model. To show the aspect cultural we 
have decided on using materials like steel and wire. 

@Innsbruck
The welding wire needs to be soldered.

Wednesday
07.04.21
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@Innsbruck
The frames for the physical model shall be held 
together with red wool. 

@Weer
But until the big relocation someone will hopfully come 
and rebuild the old house.

@Weer
...Which is extremely necessary as his old one has 
been collapsed - maybe because of the wind?

@Weer
The little boy is happy in the trees. The sun shines 
and he is smiling, maybe he suspects that Carina and 
I have already started to built him a new home...

Saturday
10.04.21
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@Innsbruck

@Innsbruck

@Innsbruck
For the steel frames we use the welding device.

@Innsbruck

Saturday
10.04.21
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Tuesday
13.04.21
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No Ikea anymore

The overall conception of this design for the dolls‘ house 
is inspired by the ideas of Constant, outlined in the 
book The New Babylon (Stamps, 2015). When looking 
at his drawings and models we really appreciated 
his aesthetic and got a lot of inspiration from them. 
That was the reason why we decided to use a similar 
language for our dolls‘ house, as before we focused 
on the conceptual part of our design, but unfortunately 
it looked too much like the furniture you can buy at 
the Ikea store. So we decided to adapt Constant’s 
aesthetic and came up with the idea of using different 
frames that can be placed either horizontal or vertical.
This new drawing still follows the idea of the different 
layers, split into natural and artificial. But this time these 
layers are not separated that strictly. There is no clear 
border where the fungi grow or where the crystals may 
be situated. All the layers intersect and interact and for 
the first time the layers are not only horizontal, but also 
vertical, as shown with the silhouette of a fungus.
We still use the same concept, but this time we 
seriously thought of the materials we want to use for 
the dolls‘ house. So, we decided on using different 

sorts of metal to represent the term of cultural, as for 
us this material is not natural, but man-made. The thin 
frames consist of welding wire that shall be soldered 
right in the corners; the thicker frames consist of steel. 
Now, to also include the term of nature, we decided 
on using branches and red wool to build frames. But 
there is still an interaction between the two categories 
in each frame as the metal was once taken from nature 
and the twigs are formed to a frame by the two of us.
The black boxes are retained unchanged. They are still 
there to address the human’s senses. Moreover, the 
LCD screen is still part of the dolls‘ house. 
Nonetheless, there are two new aspects: One novelty 
is the colourful frames; the so-called Tiffany. The other 
new thing is the little boy who returns from his trip in 
the woods.
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@Weer@Weer
The boy in the woods is still happy. This time we have 
visited him at night...Well, he has not been sleeping 
anyway.

Friday
16.04.21

@Innsbruck
Here you can see our first attempt to produce Tiffany 
lamps.

@Innsbruck
Finally, we have found a possibility to connect the 
different frames - studding.

Wednesday
14.04.21
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@Innsbruck
The welding wire is held together via soldering. 
What both metal frames have in common: They are 
mounted at the branch with a studding.

@Innsbruck

@Innsbruck
The dolls‘ house is growing. The first metal-frame is 
mounted. For the big frame we use branches which 
represent the natural part.

@Innsbruck
One platform for the dolls is finished. 

Saturday
17.04.21
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@Innsbruck
Here you can see a detail. The frames are held 
together via studdings

@Innsbruck
We use a steel pipe to create one principal frame 
on which we fix the other, smaller frames made of 
welding wire and steel.

@Innsbruck
Top view

@Innsbruck
Front view
The whole house is constantly growing and more and 
more details are added. 

Sunday
18.04.21
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@Innsbruck
Left view

@Innsbruck
The connection in detail. The studding and the 
welding wire are connected via a soldered connection. 
The frame made of steel and the other frames are 
connected via studdings only. 

@Innsbruck
Front view
Two days later the two main frames are connected 
with a smaller frame made of welding wire. 

@Innsbruck
Top view

Tuesday
20.04.21
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@Innsbruck
Here you can see the Tiffany stile. We use it to 
implement some colour and to create a fictional 
connection.

@Innsbruck

@Innsbruck
Front view
What is new are the stairs. They make it easier to 
understand the model being a dolls‘ house because it 
is a classical element everyone knows from a normal 
dolls‘ house.

@Innsbruck
Top view
Finally the whole construction is finished - at least 
without all the inhabitants. All the frames are placed 
correctly. We have placed the dolls‘ house outside, 
where it should be regarding our theory.

Wednesday
28.04.21
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@Innsbruck
Some more details...

@Innsbruck
A fly is visiting the dolls‘ house. Perfect, because 
that is what we are intending: Giving a home to ALL 
entities on this planet. 

@Innsbruck
Detailed view

@Innsbruck
What is new are the boxes. We use them to 
demonstrate the human senses. But not in a known 
way. We fill the boxes with elements that cannot be 
perceived by humans, but other entities.

Wednesday
28.04.21
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@Innsbruck
Here you see the clean and active screen. At the 
moment nothing can be seen expect from white. But 
if someone uses a polarisation foil, the content on the 
screen can be seen...

@Innsbruck
The polerisation foil is removed and fully covered with 
glue. Also the layer below this foil is coverd with glue. 
We can manage to remove the glue from the screen, 
but the polerisation foil is destroyed. So, we will 
probably buy a new one.

@Innsbruck
...and use a screwdriver that holds away the frame of 
the screen.

@Innsbruck
On this day the biggest challenge is the LCD screen. 
We try to remove the polerisation foil with different 
tools. 

Friday
30.04.21
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@Innsbruck

@Innsbruck
Another attempt to visualise our ideas. This time we 
try to define a form by using, let‘s say, shadows. 

@Innsbruck
Until now the fungus grows in this completely 
sterilised plastic bag. But in a few weeks we plan to 
open it so that the fungus‘ cap can open and we get 
an interesting structure.

@Innsbruck
The first attempt to visualise another idea for a new 
model, as the previous one was not one hundred 
percent suitable.

Wednesday
12.05.21



148148

@Innsbruck
And this drawing is the basis for the following model.

@Innsbruck
The second attempt is much more promising. We 
paint without thinking of any order, literally speaking...

@Innsbruck
...the result is not overwhelming....And still too clean.

@Innsbruck
The problem with the first model, the one with the 
frames, was that it was too well structured. Everything 
had a special place. Threfore this time we use art as a 
tool to break this order.

Wednesday
12.05.21
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@Innsbruck
As you can see, the new dolls‘ house is much more 
colourful. And it can be recognised as a dolls‘ house 
immediately.

@Innsbruck
The colours shall be the indicator of the Sublime. And 
they are a tool to control the whole structure in a way.

@Weer
We have managed to grow some crystals on this 
piece of cloth. Exactly that piece will be used as 
furniture, or something similar, in our dolls‘ house.

@Innsbruck
There is not only cloth with crystals, but also bigger 
crystals that grow on a string.

Saturday
15.05.21
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Saturday
15.05.21
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Colourful Mesh

As we want to create a gapsploitative architecture, 
our dolls‘ house concerns the term of Gapsploitation. 
We exploit the gap between how the world is and how 
humans can perceive it. If a spectator looks at our 
model, the reality of this model is just a rendering of 
the reality.
Different kinds of objects come together and form a new, 
bigger entity – the dolls‘ house. The beings themselves 
don’t have much in common, but assembled together 
they all affect their neighbours and add something to 
their presence. Assembled they are more than they 
were before. They create gaps.
This is comparable to the Mesh. Everything comes 
together and has an effect on something else. And also 
the term of the Hyperobjects is still there. It is all about 
everything affecting everything.
We try to represent the Mesh. Even though the Mesh 
is unrepresentable. It’s too big and too complex. There 
is no beginning or end to it. Inside everything is equal 
even though nothing is. There is no distinction. Trying 
to represent the unrepresentable is a major part of the 
Sublime.

The Sublime – a term you can only recognize by 
its effects on the addressee. Sublime objects are 
absolutely large and can only be thought of, but not 
sensed completely. It is about not following any rules 
and this leads to the shocking effect on the addressee.
Furthermore it’s the gaps that the interactions create. 
Sensing objects beyond the human perception is what 
creates sublime feelings. These gaps can also be 
sensed in the dolls‘ house through the colours.
The colours underline our concept of connections. 
As for us they hold together the different parts. They 
are like an upper layer that controls the uncontrollable 
physical model. As we, as architects or designers, 
should have kind of an overall control, when we design 
something.
Sometimes there is not even a physical connection 
between certain entities, but the beholder can still 
sense them – hopefully not only a beholder, but rather 
a user, a playing human being.
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@Innsbruck
...But they seem to have fun and feel comfortable.

@Innsbruck
And, as we always want animals to visit our dolls‘ 
house, some snails found their way to our house.

@Innsbruck
This blue radicular Mesh let the design appear as 
being organic and not completely structured.

@Innsbruck
The cloth with the crystals is an interesting part in 
the dolls‘ house. Children can remove it or put it 
somewhere else.

Saturday
15.05.21
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@Innsbruck
The broken hairdryer blows copper parts into the air.

@Innsbruck
In this sense the design goes on.

@Innsbruck
To break the geometric form of the box beneath the 
radicular Mesh, we have deformed its surfaces.

@Innsbruck
The new box can be seen in the background here.

Tuesday
18.05.21
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@Innsbruck
At the end of the day the whole model looks like this.

@Innsbruck
On this day we also do our first attempt with 
expanding foam.

@Innsbruck
To be integrated into our model the LCD screen must 
also be coloured. But the colour must not be pn the 
front side, therefore we use some newspaper to cover 
it. 

@Innsbruck
With the new polerisation foil we try the effect of the 
LCD screen for the first time and are astonished. 

Monday
31.05.21
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@Innsbruck
Detail 2

@Innsbruck
Detail 4

@Innsbruck
Detail 1

@Innsbruck
Detail 3

Monday
31.05.21
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@Innsbruck
Side View

@Innsbruck
The expanding foam shall connet the different parts. 
Until now it appears white, but in the future Carina and 
I can imagine to colour it.

@Weer@Weer
We have managed to grow some crystals on a piece 
of natural sponge.

Wednesday
02.06.21

Monday
07.06.21
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@Innsbruck
Detail 2

@Innsbruck
Detail 4

@Innsbruck
Detail 1

@Innsbruck
Detail 3

Monday
07.06.21
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@Innsbruck
Top View

@Innsbruck
Detail 1

@Innsbruck
Front View

@Innsbruck
We have decided on using nuts as dolls for our dolls‘ 
house. In the hole there is a polarisation foil, so 
the playing human needs the dolls to perceive the 
information on the LCD screen. Literally speaking the 
doll is talking to them.

Tuesday
08.06.21
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@Innsbruck
Detail 3
Finally - The big crystal is placed on the model.

@Innsbruck
Detail 5

@Innsbruck
Detail 2
Today we coloured some black strips on the white 
expanding foam.

@Innsbruck
Detail 4

Tuesday
08.06.21
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EVOLUTIONARY 
ARCHITECTURE

“The archetypes of the past do not reflect the 
changing demands of society, the realities of 
the construction industry, or the pressing need 
for environmentally responsible buildings” (John 
Frazer, 1995, p. 15).

John Frazer emphasizes the importance of these 
problems in his book called An Evolutionary 
Architecture, which was published in 1995. He sees the 
solution in implementing architecture into the holistic 
understanding of nature (Frazer, 1995, p. 16), as does 
this thesis. Morton (2013, p. 43) argues that everything 
is interconnected in the Mesh. The interconnectedness 
of nature is commonly known, but the Mesh includes 
more than nature. In this sense the solution lies 
in integrating architecture into this understanding. 
Nature has perfected the process of evolution through 
relentless experimenting, lavish prototyping, and 
merciless selecting (Frazer, 1995, p. 12). Natural 
ecosystems recycle their materials, allow change and 
adaption, and use energy efficiently (Frazer, 1995, 
p. 16). Science aims to explain these processes, 
architecture aims to create them. Generating such 
morphological phenomena could help to explain them 
(Frazer, 1995, p. 20). Generally there needs to be a 
distinction if an architectural work is part of nature 
as a matter of fact, if it acts analogously to it, or if it 
is only inspired by nature (Frazer, 1995, p. 10). The 
idea of architecture Frazer presents in his book is 
based on the principals of morphology, genetic coding, 
replication, and selection (Frazer, 1995, p. 9). In this 
way the strategy of evolution of Ingo Rechenberg 
(1973) gets integrated into architecture. Instead of 

traditional sketches of formal ideas, rules that can be 
understood analogously to the natural DNA are used to 
describe an architectural concept (Frazer, 1995, p. 9). 
The rules determine how the design should react to its 
environment, instead of aiming for a formal and spatial 
goal. Simple local rules generate behaviour, which 
results in emergent characteristics (Frazer, 1995, p. 
20). In this way designs follow an inner logic instead 
of an external formal idea (Frazer, 1995, p. 10). This 
shows possibilities of the interaction, which is aimed for 
by this thesis. First, an idea, which can be developed, 
must be generated. Then the concept is coded into a 
Seed. Sequentially it is bred with genetic algorithms 
that simulate crossover and mutations. This population 
is generated in a simulated environment. The different 
variants are examined afterwards. Prototypes are 
developed out of these variants. Their performance is 
analysed via objective criteria. The successful ones are 
sorted out via objective and subjective criteria. Through 
cyclical repetition of this process a population can be 
found, which can be materialised afterwards (Frazer, 
1995, 2015). Hence the role of an architect is no longer 
to control everything, but to initiate the development. 
There is no knowledge about the possible outcome, 
but definite clarity about the intentions (Frazer, 1995, 
p. 12). The initial spark comes from human creativity. 
Prototyping, modelling, testing, evaluating, and 
developing is done by the computer (Frazer, 1995, p. 
19). To Christopher Alexander (cited in Frazer, 1995, 
p. 17) 

“A digital Computer is, essentially, the same as 
a huge army of clerks, equipped with rule books, 
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pencil and paper, all stupid and entirely without 
initiative, but able to follow exactly millions of 
precisely defined operations.” 

In this sense he warns, that not all problems can be 
given to such an army of clerks. Frazer (1995, p. 17) 
argues that the computer is rather an army of “slaves 
with infinite power and patience.” To him evolutionary 
architecture is a task that can be given to such an 
army. “The difficulty lies in handing over the rule book” 
(Frazer, 1995, p. 17). In order to do so, one needs 
to examine, how to describe unclear and opposing 
criteria and how they can serve the selection, as well 
as how morphological and metabolic processes can be 
adapted to the interaction between the built form and 
its environment and furthermore how such structural 
forms can be coded into a genetic algorithm (Frazer, 
1995, p. 10).
John Frazer taught at several universities worldwide, 
one of them being the Architectural Association 
in London. There he did research on his theory of 
evolutionary architecture and did a lot of experiments 
with his students and colleagues (Frazer, 2012). While 
some of them were executed solely in the virtual space, 

others were created as physical models that functioned 
as input-devices for a computer (Frazer, 1995). 
These methods of generating architecture that works 
analogously to natural evolution can be great help in 
creating architecture that fits into the theory presented 
in this book.
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THE IRONY IN RUINS

Jonathan Hill says that from the 16th century to the 
20th century a building was designed, occupied and 
imagined as a ruin. A ruin was meant to deal with 
simultaneous, interdependent and creative themes 
with a building dialectic that addresses environmental 
and temporal questions in different subjects like 
permanence and impermanence, nature and culture or 
weather and climate (Hill, 2019, p. I). Furthermore he 
claims that a ruin suggests the future and the past in 
revealing what is lost and incomplete (Hill, 2019, p. I). 
He talks about 

“symbiotic relations between nature and culture, 
a building designed, occupied and imagined 
as a ruin acknowledges the coproduction of 
multiple authors, whether human, non-human 
or atmospheric and is an appropriate model 
for architecture in an era of increasing climate 
change” (Hill, 2019, p. I-II). 

In saying “a design is equivalent to a fiction, convincing 
users to suspend disbelief” Jonathan Hill (2019, p. 
I) can perfectly be related to this thesis because he 
talks about the Gapsploitation between the real and 
fictional. That is exactly the point why ruins are ironic. 
The visitors can interpret them individually, in the sense 
of completing the ruin and let it appear as a finished 
building. The interesting thing about that: The ruin 
has an uncountable amount of appearances. The 
term of interpretation is an example of Gapsploitation 
because it plays with the gap between what is real, 
what can be perceived and what is imagined. In this 
case imagination is the real designer of a building. 
The architect just gives some hints, creates something 
unfinished, a ruin, which can only be completed by 
imagination or more precisely interpretation. In further 
consequence this means that a ruin has an enormous 

potential of possibilities. It also means that the common 
belief of architecture being solid, stable and resistant 
to nature, weather and time and the schema of a ruin 
being a term of decay and failure disappears (Hill, 
2019, p. 2).
To explain the connection to this thesis the example 
of Las Pozas created by Edward James shall be 
described (Steinhofer, 2016). The whole conception 
consists of 36 buildings and a labyrinth of paths 
situated in the jungle (Steinhofer, 2016). The speciality 
about the construction is that it does not really make 
sense, at least at first sight (Steinhofer, 2016). There 
are doors that cannot be opened, stairs that lead into 
the nowhere or a library without any books (Steinhofer, 
2016). The construction seems like an island of the 
irrational without any rules (Steinhofer, 2016). There 
are also pools that are created from the water which 
naturally flows through the garden (Marc, no date). 
Most of the pieces seem to be unfinished or incomplete, 
nonetheless it is unclear if the parts were intended to 
be finished (Marc, no date). One ironic thing is the 
fact that within the jungle, where a lot of plants grow 
naturally, James also intended to create plants made 
of concrete so that among the natural plants also some 
artificial ones can be found. This idea has already been 
discussed some pages before in the discursive drawing 
named Hyperobjects designing Architecture designing 
Hyperobjects. In this drawing it was also intended to 
use both natural and artificial plants and treat them the 
same. The garden is a ruin and that is why it is that 
interesting. A ruin is mostly open on some sides and 
exactly that is the reason why coexistence can take 
place. There is no difference between the inside and 
the outside or humans and non-humans. Everything 
exists equally. Because of the openness a ruin can 
meet the demands of all entities.
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How can an architect develop a design without distinction, 
but with coexistence and interaction between all the 
entities on that planet? Always having in mind that every 
action he or she conducts inevitably has an impact on 
the whole planet. Furthermore the research question 
must be considered: How can an architect use irony to 
create architecture in which humans and non-humans 
are treated equally and benefit from each other? One 
possible answer to this question is Morton’s (2013, 
p. 47) Gapsploitation, which means the gap between 
how the world is and how humans can perceive it. 
One option to experience that is the use of 
drugs. Colomina and Wigley (2016, p. 230) 
write about the term of drugs in their book: 

“There is an extraordinary daily intake 
of a wide range of chemicals introduced 
into the body to transform almost every 
physiological and psychological system.” 

After having read that, it seems like our whole life is 
ironic because we are confronted with this kind of 
Gapsploitation every day. This thought gets stressed 
by Colomina and Wigley (2016, p. 230) when saying: 

“The chemicals from different sources and 
different concepts of the body and mind 
interact with each other in complex ways 
that typically lead to the introduction of still 
more chemicals in a kind of chain reaction.” 

Undoubtedly, this is a very radical point of view and it 
must be considered if it really is the case that the line 

between reality and virtually diminishes step by step. 
Colomina and Wigley (2016, p. 233) later add: “The 
vast spider’s web of artifacts that have been spun out 
of the human body continuously reweave the internal 
webs of the brain.” With this statement they are talking 
about a connection between the nervous system and 
the so-called reality. The elicitor might be drugs. As a 
consequence this leads to the emergence of a new 
environment with which architects, but also designers 
and artists, will have to confront themselves. This is the 
point when Haus-Rucker-Co appears in our theory. It 
partly tries to create the architecture this thesis is looking 
for, but at the same time are too soft in their realization. 
The architects and artists try to influence human’s 
perception through apparatus and experiencing of 
rooms. This emphasizes their belief that the human 
knowledge of the world is based on the perception. 
Their works always try to reconstruct the effect of drugs 
on the human body. They intend to expand the mind 
without the use of drugs. Some of their projects have 
been mentioned in some previous chapter. Therefore 
they will not be dwelled on here, nonetheless one 
further project shall briefly be explained: Rahmenbau 
[eng.: frame work], which the group developed for the 
documenta 6 in Kassel in 1977. It is a construction 
made from plastic that guides the spectator’s glances. 
The project shows the process of selective vision and 
the function of the frame. The frame cuts out one part 
of the reality and isolates it in order to create a new 
image of that landscape. Every individual person gets 
integrated into cosmic connections (Kimpel, 1977). All 
these works can be considered sublime because the 
focus lies on the effect on the addressee and they play 

LSD AND 
ARCHITECTURE



186

with the gap between men’s perception and the reality. 
But as already mentioned with their architecture Haus-
Rucker-Co does not fully respond to the questions this 
thesis asks because there is not only a gap between 
reality and fiction, but also a distinction between 
different entities. In this context the architectural 
situation in the 1950’s where LSD, for example, 
was a legal drug, should be dwelled on. At this time 

“a wave of young design rebels set out to 
translate their experiences into spaces that grew 
increasingly elastic and zoomy. […] The walls of 
the room no longer seemed to meet in right angles. 
[…] Rooms appeared to rearrange themselves, 
breathe, flutter, pulsate with mystic emanations, 
or explode with color” (Gordon, 2008, p. 219). 

In short: everything was possible. And moreover: 

“A person no longer inhabited a room but 
rather an environment. Floors were landscaped 
into mounds and valleys of fuzzy carpet, 
ideal for tripping, making love, crawling, or 
otherwise recapturing an infantile relationship 
to the ground plane.” (Gordon, 2008, p. 220). 

These descriptions clearly show the disappearance of 
any kind of border. In fact it is not the occultation of 
every border because it is only talked about the space 
within a building. There is no interaction between 
the internal and external or all possible entities. 
This outlines that also this kind of architecture is too 
little radical. Another possible architect could be 
Hundertwasser because he integrates the interaction 
between different entities and the coexistence and all 
the other topics. But he does not include the term of 
the Gapsploitation, which might lead to the conclusion 
that the right architecture to answer the questions 
asked at the beginning could be to make use of some 
concepts of Haus-Rucker-Co and Hundertwasser.

Haus-Rucker-Co worked on the drugless mind-
expansion. They played with different stages of 
openness – a topic that has been mentioned in the 
course of this thesis in respect of the interaction. They 
used transparent and translucent materials to change 
the connection between the addressees and their 
environment. This is related to another topic of this 
thesis: the Sublime. The Sublime has many facets, 
but one of the most important is the observation of the 
instant of the addressee. Sublime art creates intense 
feelings. Another aspect of the Sublime is that it is “a 

pleasure mixed with pain and a pleasure that comes 
from pain” (Lyotard, 2005, p. 98). This phenomenon 
can be observed in the Blur Building. The blurry 
vision makes humans feel uncomfortable, but on the 
other hand they enjoyed this pain. The cloud is also 
a symbol of representing the unrepresentable. This 
unrepresentable was always related to the human 
impotence to embody their inner space, but is now 
broadened up by regarding the definition of reality by 
the OOO, which says that the real is inaccessible to 
other objects like human beings for instance (Harman, 
2018, p. 52). So representing the unrepresentable 
is directly linked to the Gapsploitation and so is the 
Sublime, because the Sublime also bears expressive 
witness to the incomparability of the mind and the 
real world, which is exactly the discussion that OOO 
has about the existence of knowledge, since the real 
is inaccessible. To quote Harman: “There is no direct 
knowledge of anything“ (Harman, 2018, p. 52). Haus-
Rucker-Co also plays with the flexibility of materials. 
They often use PVC, which is not at all environmentally 
friendly, but there are enough other flexible materials 
to use. Their flexible and sometimes moving materials 
are interacting with the users and to think that further: 
interacting means creating connections between two 
objects and that is essential for expanding one’s mind. 
In this sense, it is necessary to go deeper into the topic 
of interaction, in order to make radical change for the 
broken planet. Haus-Rucker-Co often printed patterns 
on their works, which also change the relation to one’s 
environment as explained before. These patterns can 
be used for interaction, too. Materials and patterns 
interact with objects. These objects can be anything: 
human, non-human, natural, cultural, real or fictional 
(Harman, 2018, p. 9). So for example when stepping 
onto one flexible floor it deforms and changes its colour 
unexpectedly. Analogous to the case study of the Living 
Root Bridges in Meghalaya, this form of architecture 
uses strategies of nature. For example the Chameleon 
changes its colours by contracting a certain area of 
their skin (AskNatureTeam, 2017). This changes being 
unexpected can lead to surprise or even shock, which 
is an intense feeling that is linked to the Sublime. Even 
though floors are easy to imagine and therefore perfect 
for an example, the Sublime demands to put all rules 
aside and to put everything to doubt. Coming back 
to the example, when entering, the building will also 
connect to one’s smartphone for instance, which can 
already be considered a mind-expanding gadget and 
furthermore the building reacts to whom one follows on 
social media, for instance. There is also a gap to exploit 
between the reality of a person and their representation 
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on the Internet. In this thesis the Internet is equally a 
part of the so-called environment as the rocks on the 
Patscherkofel and the architecture wants to interact 
with all kinds of objects that form our world and 
in this way create a symbiosis. This is something 
that Hundertwasser worked on. First it needs to be 
accepted that all objects deserve equal attention and 
then the differences between them must be looked for, 
in order to be able to treat the objects appropriately and 
with equal appreciation. Hundertwasser was radical 
enough to let trees rent apartments. Even though 
he did concern himself with the need of the trees for 
water, dirt, light and air, the apartments were still very 
human centred (Rand and Hundertwasser, 1993, p. 
135). The Anthropocene put the human at the centre of 
everything and everything we do has human scales. But 

“when humanists accuse people of ‘treating 
humans like an object’, they are thoroughly 
unaware that they are treating objects unfairly“ 
(Bruno Latour cited in Colomina and Wigley, 
2016b, p. 166).
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