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a revolution is an event that changes the world, coun-
tries, society and, above all, changes each one of 
us. it is something that must be taken seriously. it is 
a protest of a whole society revolted, on a large sca-
le. throughout the evolution of the world, there have 
been many events which we can also classify as social 
revolutions. giving two examples of these same revo-
lutions we have the french revolution (1789-1799) (ct. 
http://bit.ly/1j7vp2z) and the industrial revolution, be-
gun around 1760, in england. (ct. http://bit.ly/2sc6l0i) 
all these developments have caused changes in the 
structure of society and the speed with which they 
occur and the way they spread to the rest of the con-
tinents is what characterizes these revolutions, for ex-
ample, the abandonment of life in the countryside, the 
greater fluency in higher education and reformulation 
of the profile of the students, the crisis of the working 
class and the presence of the same in society and, last 
but not least, the female revolution. when you make a 
revolution it is because you want to totally change a 
certain system that no longer works and that is why it 
makes revolutions so important for our society becau-
se it brings important social, political and economic 
changes. factors such as cultural drift, where society 
suffers with constant changes, behavior and rapidly 
changing values often lead to the origin of a revolution. 
as well as the very disorganization of the society that 
leads to the uncertainty and confusion on the part of 
the citizens. when old customs and traditions no lon-
ger relate to a reliable form of behavior, society loses 
its course. when society feels offended and dissatis-
fied with its current order and agrees that a change 
is necessary, a social revolution arises again and this 

leads us to our third and final factor - social injustice - 
which is basically that we , society, we do not want to 
live the way we live or when we no longer believe in the 
legitimacy of our social order.(ct. http://bit.ly/2t271xe)

“why do we speak of revolution? there 
is a reason. what is it? well, as a starting 
point, let us ask the question: “is everyone 
satisfied with society as it is today?” Even 
the most optimistic capitalist apologist 
would be compelled to answer in the neg-
ative. there can be no dispute about the 
fact that discontent is widespread. it is not 
active, but it does exist. (…) in other parts 
of the earth, we should be obliged to head 
the list with the terror brought by bombs 
and shells; the grief brought by ruined 
homes; and the horror of living in the midst 
of death and destruction. here, we must 
head the list with the sorrow brought by lit-
tle items: “Missing”, “Seriously wounded”, 
“Fallen in the line of duty”. And following 
these comes the discontent arising from 
the many restrictions and impositions 
brought by war, the shortages in housing 
and in consumers’ goods, the rising price 
levels, etc.  it may be said that this discon-
tent may be attributed mainly to the war.” 
(worldsocialism.org)

war and the way some people live is something that is 
not acceptable in our current society. in our opinion the 
changes are made from the inside to outside, start in 

ever-chaNgiNg 
society



10

ourselves, in the intimacy of our home. the house has 
also undergone changes over the years, and all the 
revolutions that have occurred as well as the war have 
helped the evolution of the roles of man and woman 
within the domestic sphere , as well as the architecture 
itself and the way of organizing the interior of houses.
“the home is the very place where the 
intricate relations between architecture, 
gender, and domesticity become visible.” 
(heynen & baydar, 2005, p.1)

the needs of family life, leisure and the organization of 
domestic life are the factors that form the concept of 
domesticity. the woman moved from an integral part 
of the house to the prominent element in the compo-
sition of the house. it was in the late nineteenth and 
early twentieth centuries that the feminist movement 
was created with campaigns for the right to vote and 
questioning the role of domesticity in women‘s lives. 
the woman went from being just an integral part of 
the house, to becoming the main element of the com-
position of the house. the ideal that man belonged to 
the public sphere and the woman to the private sphe-
re, emphasizes that the feminine way of life should be 
exclusively domestic, the woman had the duty to stay 
at home to take care of the family. a new image of wo-
men arose because of the difficult position of women 
as elements of modernity and mere guardians of do-
mesticity. 
the needs of family life, leisure and the organization of 
domestic life are the factors that form the concept of 
domesticity. the woman moved from an integral part of 
the house to the prominent element in the composition 
of the house. it was in the late nineteenth and early 
twentieth centuries that despite public discrimination 
against women, the feminist movement was created 
with campaigns for the right to vote and questioning 
the role of domesticity in women‘s lives. the woman 
went from being just an integral part of the house, 
to becoming the main element of the composition of 
the house. the ideal that man belonged to the public 
sphere and the woman to the private sphere, empha-
sizes that the feminine way of life should be exclusively 
domestic, the woman had the duty to stay at home to 
take care of the family. a new image of women arose 
because of the difficult position of women as elements 
of modernity and mere guardians of domesticity. the 
war has changed the way the house lives in many 
components. Numerous techniques and materials 
have been developed for military applications and 
for domestic use in postwar american architecture. 
this new form of domesticity has become a powerful 

weapon. there is an entire advertising and effective 
campaign around the world in which images of ame-
rican landowners, suburban houses and even kitchen 
accessories are exposed, this led to the anxieties and 
fears that the cold war brought, were obscured by infi-
nitely repeated images of a family atmosphere in per-
fect harmony. some factors, such as the participation 
of women in the labor market and in military service, 
put the idea of family in danger, women were absent 
during the day to go to work and this created anxiety 
for society, because the role of women was in a more 
private- the house. that‘s why women were invited to 
forget their skills and even the salaries they earned 
to be able to make their homes and families once 
again the center of their lives. New electrical equip-
ment, such as washing machines, washing machines 
and refrigerators, have attracted women to buy these 
equipment to support them in their domestic life, which 
also encouraged consumerism.
“the industry was changing, what had 
once been a time of war, is now time for 
peace - moving from missiles to washing 
machines.“ 
(https://mitpress.mit.edu/books/domesticity-war)

the participation of women in the labor market led 
them to leave their homes during the day and to le-
ave their duties as housewives. this gave more in-
dependence to the younger generation but also put 
the family in danger. as a result, women have had to 
forget the skills they have learned and the wages they 
have earned in order to make family and household 
activities the central element of their lives. a new ran-
ge of electrical equipment began to emerge, such as 
washing machines and dishwashers, refrigerators and 
microwaves, which attracted women to buy in order 
to have more support in domestic life. however, we 
can see this as a strategy to convince women of their 
family obligations, removing any kind of aspiration in 
their personal lives.
the house, a safe place, and war, a place in which we 
do not even want to imagine, are two opposing en-
vironments, yet they are linked through the media. on 
the one hand, the media tries to convey an idealized 
image of a happy family member in their homes, but 
what they do is to distance families and make them 
dysfunctional. domesticity has been an important to-
pic in the world of media in identity politics, gender, 
class, race, and ethnicity, which usually occur in the 
domestic sphere.
when we talk about domesticity and the media, we 
refer mainly to television. this device came to modify 
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family life, as we mentioned earlier, the media have 
come to make families dysfunctional. with this new 
equipment there is not as much communication bet-
ween people as it existed before, which causes them 
to move away. when we talk about domesticity and 
the media, we refer mainly to television. this device 
came to modify family life, as we mentioned earlier, 
have come to make families dysfunctional. with this 
new device there is not as much communication bet-
ween people as there was before. it was not just in the 
family that there were changes. with television, images 
of war entered the domestic environment, for example, 
the living room which is an environment where we feel 
safe, is now a space invaded by bloody and violent 
images.
after this generalized introduction on the different to-
pics covered in our work, it is our duty to explain why 
the terms chosen and simultaneously give our point 
of view on these same topics before we have carri-
ed out this research. we had never thought of these 
four topics - revolution, war, and women - as a set of 
cause / effect and connected between them in various 
ways. starting with the initial topic - social revoluti-
on - which led us to the development of our work, we 
can say that although we have a general idea of what 
happened during those times, we do not know exactly 
what the impacts were during and after this important 
event. „how did society change?“ „what were the con-
sequences of these revolutions?“, „how did architec-
ture itself change after these events?“ these were the 
questions that came up after reading about this topic. 
these questions led us to our second topic - the war - 
„has it also changed something in architecture? if so, 
how?“ obviously, in the middle of the industrial revolu-
tion and the war, we can not forget that there was a fe-
minine revolution, where women fought for their rights 
as citizens and, above all, as human beings. the right 
to an equalitarian society was the main objective. 

„how did your own family life and domesticity change 
with this new image of women before society?“ and 
„what were the decisive factors in this revolution?“ are 
questions that we can answer with the topics of the 
social revolution and even the topic of war.
the main purpose of our work is to connect and realize 
the causes and effects of all these episodes throug-
hout the history of society. for a society to evolve, it is 
sometimes necessary to be revolutionary, to change 
consciences and above all because the future is built 
in the present!
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avaNt-garde aNd the 
social revolutioN  

see this as one of the most important things in their 
situation as human beings and citizens. the workers 
were now united, the collective was now the central 
element of their lives. there was no longer an individ-
ual and unprotected self, without enough strength to 
fight for better conditions and rights, now there has 
been a “we”. Full employment and a mass consumer 
society have totally transformed the lives of workers in 
developed countries and have continued to transform 
it. prosperity and privatization destroyed what poverty 
and society in public life built. 
The role of women has also influenced the working 
class and most other sectors of society. more and 
more women working outside the home and also those 
entering higher education - the increase in the number 
of women to study led them to ambition for something 
in their lives in addition to wanting to marry and raise a 
family, we can say that education at a higher level was 
the light that guided women to emancipate themselves 
and which gave rise to more faminist movements in 
the 1960s. they wanted men and women not to be 
talked about, but gendered. gender would be a his-
torically constructed socio-cultural aspect that could 
reside in an individual. feminism was most noticeable 
in the middle class, due to the level of studies, and in 
developed countries. it expanded into a sort of gen-
eral sense that affirmed that it was time for women to 
self-assert themselves. of course, all this has brought 
about changes in traditional domestic activities and 
made women find their own expression-that they have 
always been the central element.
(ct. hobsbawm, 1991, p.287-319) 

one of the social changes that keeps us from the past 
world forever is the abandonment of life in the country-
side. this was because the more industrialized coun-
tries became the main agricultural producers in the 
world, there was a large reduction of the population 
working in the field. 
one of the factors that led to this reduction was the use 
of machines to support the work in the field and this 
does not require so many people to work. the labor 
force has been largely replaced by machines that are 
faster and more efficient. 
people moved from the countryside to the city, which 
meant that the world was much more urbanized in 
the second half of the twentieth century, especially 
in developed countries that, unlike poor countries, 
their cities dissolve. the growth of occupations de-
manding secondary or higher education was almost 
as dramatic as the decline of the peasantry. one of 
the objectives of the government would be for soci-
ety to achieve at least basic literacy. with this, in the 
60’s, the students were much more important, social-
ly and politically than before and led to that in 1968 
there were strong outbursts of student radicalism 
around the world. however, the working classes did 
not suffer demographic earthquakes like the rural and 
university population, although in 1980 this class de-
clined rapidly. this was due to the factor that has al-
ready been mentioned, the use of new technologies 
that have made this same working class a victim and 
led to mass unemployment for the first time in forty 
years. it should be noted that this was not a class in 
crisis but rather a consciousness. the population had 
learned to see itself as a unique working class and to 
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the great refusal

a structure of relations between the sexes and gen-
erations has been realized that has given of a cultural 
revolution. a family crisis, partnership and procreation. 
The 1960s and 1970s were officially an era of extraor-
dinary liberalization for both heterosexuals and homo-
sexuals. a culture also underwent changes, fought for 
their rights and were much more open to the world.
we can then say that it can be understood as a triumph of 
an individual over a society. in addition, a youth culture 
has undergone changes, fought for its rights and was 
much more open to the world and new experiences.

herbet marcuse, (sociologist and german philoso-
pher naturalized in america, belonging to the frank-
furt school), reached a wide mass of young people 
and was an important reference for the protests of 
1968.  his many booksresonated deeply within the 
social movements then underway against the war in 
vietnam and in response to consumerism, conformity, 
profitable waste, and poverty in the United States. To-
day, given the intensification of inequalities worldwide, 
his critical theory and humanist socialism are argu-

ably more relevant than ever. broadly aligning with a 
marxist humanism, marcuse’s response to this crisis 
consis as a hallmark of marcuse’s revolutionary proj-
ect. marcuse criticizes capitalism and communism by 
showing that both, are ways of repressing society.  the 
so called „advanced industrial society“ creates false 
needs, as to integrate people in the system of produc-
tion via mass media, advertisements and industrial 
management. (cf. marcuse, 1991)
“when the point is reached, domination-in 
the guise of affiuence and liberty--extends 
to all spheres of private and public exis-
tence, integrates all authentic opposition, 
absorbs all alternatives. technological 
rationality reveals its political character as 
it becomes the great vehicle of better dom-
ination, creating a truly totalitarian universe 
in which society and nature, mind and 
body are kept in a state of permanent mo-
bilization for the defense of this universe.“ 
(marcuse, 1991, p.20)

consumerism was seen as a form of social control. 
while the system may seem democratic and free, the 
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only freedom is actually to choose what to buy. the 
only suggested way of finding happiness is through 
buying and consuming. a system of constant buying 
and disposal of old products starts. (cf. marcuse, 
1991)
“under such conditions, decline of free-
dom and opposition is not a matter of mor-
al or intellectual deterioration or corruption. 
it is rather an objective societal process 
insofar as the production of an increasing 
quantity of goods and services make com-
pliance a rational technological attitude… 
as long as this constellation prevails, it 
reduces the use-value of freedom; there 
is no reason to insist on self-determination 
if the administered life is the comfortable 
and even the “good” life.”
(marcuse 1991, p. 53)

the individual becomes a part of the 
great machinery of consumerism. in that 
way, they create a one-dimensional world, 
where the only goal is to be part of the 
consume-machinery, which influences the 

whole society, the thinking and the behav-
ior. No real individualism exists anymore. 
(cf. marcuse 1991)
“[…] societal conditions existed [in the 
age of reason] which provoked and per-
mitted real dissociation from the estab-
lished state of affairs; a private as well as 
political dimension was present in which 
dissociation could develop into effective 
opposition, testing its strength and the 
validity of its objectives.
with the gradual closing of this dimension 
by the society, the self-limitation of thought 
assumes a larger significance . . . The 
society bars a whole type of oppositional 
operations and behavior; consequently, 
the concepts pertaining to them are ren-
dered illusory or meaningless. historical 
transcendence appears as metaphysical 
transcendence, not acceptable to science 
and scientific thought. The operational 
and behavioral point of view, practiced 
as a “habit of thought” at large, becomes 
the view of the established universe of 
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discourse and action, needs and aspi-
rations . . . the insistence on operational 
and behavioral concepts turns against the 
efforts to free thought and behavior from 
the given reality and for the suppressed 
alternatives.”
(marcuse, 1991, p. 17)

as a way of escaping out of this one-dimensionality 
marcuse promotes the „great refusal“, seeing art as a 
huge part of this concept. (cf. marcuse ,1991)
“whether ritualized or not, art contains 
the rationality of negation. in its advanced 
positions, it is the great refusal-the protest 
against that which is. the modes in which 
man and things are made to appear, to 
sing and sound and speak, are modes 
of refuting, breaking, and recreating their 
factual existence.”
(marcuse, 1991, p. 66)

the idea of the „great refusal “was also an important 
point in the works of the viennese actionists. to under-
stand the emergence of the viennese actionism, one 

has to deal with the political and cultural surrounding. 
after the second world war, austria was character-
ized by conflicts between the cultural policy, conser-
vatism and the continuous negation of the nazi past. 
the majority of the cultural and intellectual elite, who 
produced art, architecture, music and philosophy in 
the first third of the 20th century, left the country af-
ter the seizure of power of the national socialists. af-
ter the war, many of them never came back or only 
returned after years. moreover, the 60s was a time 
of an atmosphere of departure and change all over 
the world. the catastrophe of the second world war 
has passed over a decade, the economic miracle led 
a spread of wealth and technology made huge pro-
gresses. (mumok wien, 2012, p.9 all these facts led 
to an upcoming networked scene among themselves 
in vienna. 
the main protagonists of the viennese actionism, 
otto muehl, günter brus, herman Nitsch and rudolf 
schwarzkogler, represented one of the most radical 
artist movement of the 20th century. (ibid.) frequent-
ly the human body became a media of portrayal as 
well as the idea of a cathartic effect of the artwork. the 
work muehl show clearly, that his actions can be un-
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derstood as rituals and processes of mental hygiene. 
(ibid., p.11) the notion of the great refusal is therefore 
clearly visible in the work of otto muehl. his form of 
refusal results from the destruction:

“die dekonstruktion ist die bewusste 
schöpferische Zerstückelung von körpern, 
vorstellungen, ideologien, meinungen, 
institutionen und denkmälern.
der sinn der dekonstruktion besteht 
im vernichten von gerümpel, sie wird 
dadurch zum geburtshelfer einer neuen 
Wirklichkeit.”
(mumok wien, 2012, p. 78)

[the destruction an intentional creative dismember-
ment of bodies, perceptions, ideologies, opinions, 
institutions and monuments. The signification of 
destructions consists in the destroying of junk, it will 
therefore become the obstetrician of a new reality.]
muehl uses the topic of pollution to free the materials 
and the human body from all the capitalistic values, 
so the body won’t be misused as an instrument for 
power 

anymore. (cf. wagner 2002, s. 278) this is also a 
topic in herbert marcuses book ,eros and civiliza-
tion’ 1955. marcuse wants to refute sigmund freuds 
theory, that eros (the libido or sexual drive) cannot 
coexist with the rules of civilisation. freud says, that 
civilisation comes only about when humen supress 
their desires.  
if every human would follow his sexual drive, there 
would be no time for progress in culture. but marcuse 
writes, that eros is only surpressed for production. 
only if eros isn’t surpressed anymore, humankind can 
live 
harmonicly and happyly. (cf. marcuse 1987, p. 24-46)
gradually he invented a concept for his idea of refus-
al and the freeing of eros: Zock. linked to it are the 
Zock-actions, like Zock-exercises and the Zock-fest. 
Zock is an anarchistic concept, muehl himself calls 
the totalrevolution. the main goal was the destruc-
tion of the so called “wichtelstaat”, which means the 
consumption of the society with all its components. 
muehl sees the state, religion and consumerism, 
like marcuse, as a medium to depress society. Zock 
should release the individual, who afterwards can 
fulfil his real needs. The way of destroying this society 
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is through demolishing catholicism and the family. 
through this act, you can also break the regime. to 
accomplish that you only have to destroy the mother 
as the initiator and guardian of the family.

tryptichon

the idea of refusing society through art, one can also 
notice in the works of Zünd-up. 
Zünd-up is an avant-garde architecture group of the 
time of the viennese avant-garde. the group consist-
ed of the architecture students timo huber, michael 
pühringer, bertram mayer and hermann simböck. 
for a short time, they had also marcella ertl as part 
of the group. while they already formed in 1967 
while studying on the TH Wien, the official founding 
year was 1969 under the influence of their professor 
karl schwanzer, who brought new impulses to the 
school, together with his assistant günther feuer-
stein. Zünd-Up identified themselves with the ideas of 
Marx and Marcuse. The name “Zünd Up” comes from 
the german word ,zünden`, which means to ignite 
– ignite new ideas, but it could be also linked to the 

motorcycle brand ,Zündapp’, because the group was 
fascinated by cars and motorcycles. this interpreta-
tion is also underlined by their slogan: ,acme hot tar 
and level’ – the name of a road construction compa-
ny. (cf. kandeler-fritsch 2011, p. 9) 

in 1969 they designed a project named triptychon, 
where we can clearly feel the connection with the 
ideas of marcuse. it was made for the exhibition 
“Kunst und Technische Umwelt” from the 4th to the 
29th of November 1969 in the galerie seilerstätte in 
vienna. the altar-like installation had the topic “hu-
man – Machine – Environment”.  (cf. kandeler-fritsch 
2001, p. 150) 

this points clearly to the critique on catholicism, 
which will be analysed later on. the triptych is usually 
divided into three panels, that are hinged together, so 
you can open and close it. (cf. https://www.merri-
am-webster.com/dictionary/triptych) the panel in the 
middle is the largest. the middle panel of the Zünd-
up triptychon is a collage of a naked woman, from 
whose torso emerge cars and machine-parts. on the 
left a man connected to a machine through his geni-

 _08_Zünd Up: Tryptichon
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talia can be seen; on the right is a woman with a baby 
displayed, whose head is replaced by a machine. 
by the pictures and the name of the installation one 
main topic can instantly be deciphered: the cyborg. 
Zünd-up sees the future of the human in the altering 
of him as to become a rational, functioning machine.
they wrote about it:

“die Zeit schuf den technischen vater, er 
is stolz auf auf seine technischen errun-
genschaften, er kann sich damit sehen 
lassen!”

[the time created the technical father, he 
is proud of his technical achievements!]
(kandeler- fritsch, 2001, p.150)

the cybernetic body, human as a machine was a 
popular vision in the time of the 60s. evolution and 
modification were the keywords. The influence of 
cybernetics became bigger and bigger, it influenced 
science, but also art and architecture, design and 
fashion, biology and technology, even sociology 
and psychology. the dream for the future was the 
coupling with the machine.  the word ,cyborg’ comes 
from space travel. the austria-australian scientist 
manfred clynes and the american doctor Nathan 
Kline used the word first in text about the human 
adaption to the environment of the space, as an alter-
ative to the creation of a new, artificial environment. 
(cf. pavitt 2008, p. 80-81) 

the fascination with the extension of man through 
machines has to not only with space travel, but also 
with the book ,understanding media – extensions of 
men’ by the canadian author marshall mcluhan. for 
him, technology is the extension of the human body. 
it is made to manifest human senses on the outside. 
(cf. mcluhan 1994)

On the pictures we can also find the idea of artifi-
cial reproduction techniques. the environment of 
the future and the adaption of the human body will 
allow new forms of recreation. the pill and the new 
freedom already showed new possibilities to control 
the human reproduction. free sexuality was a main 
topic for that time. the generation after world war ii 
experienced a social change in context with sexuality 
and the body. 
on the triptychon one can see how the human mates 
with the machine to create a new species. reproduc-
tion and sexuality are being separated; the embryo is 

separated from the womb of the mother. the techni-
cal mother gives birth to the technical child, she loves 
it more, because it is adapted, better, functional, 
technical, and represents the zeitgeist. (cf. kandeler- 
fritsch 2001, p.150)
“die mutter gebar das technische kind, sie 
liebt es heiß, denn es ist ein zeitgerechtes 
funktionelles Kind”

[the mother beard the technical child, she 
loves it hot, because it is a modern func-
tional child]
(kandeler- fritsch 2001, p.150)

it shows the next step of evolution. the new adam 
and eve, the primordial father and mother of the new 
human form of living are shown on the triptychon 
by Zünd-up. marcuse wanted to break through the 
machinery of the advanced industrial society. Zünd-
up intended it to do through breaking humans out 
of the machinery while making them to a machine 
themselves, so that they are better adapted to the life 
in the future. moreover it is a critique of the power this 
can give to humans when controlling reproduction 
and coupling with machines. science starts to domi-
nate reproduction and the whole life, as to manipulate 
the bodies for a rational way of living and for disciplin-
ing the body while normalising it. even in the text for 
the installation we can see a warning:
“das technische insekt sticht uns ins ei-
gene fleisch, wann hat es uns vergiftet?”

[the technical insect stings us in our own 
flesh, when did it poison us?]
(kandeler- fritsch 2001, p.150)

therefore, another main topic is the criticizing of the 
current society. on the collage of the triptychon for 
the flyer of the exhibitions the triptychon is called 
,Zünd-up altar’. in front of it are people kneeling. it 
seems like they are worshipping their new god: tech-
nology. they worship it, its like a new fetish. in this 
collage Zünd-up show a two-way critique on religion 
and on society. Zünd-up see the primary responsibili-
ty of the architect in analysing current society, its new 
developments and making people aware of them. in 
the flyer for the exhibition they wrote:

“und der papst die kröte sitzt immer noch 
auf seinen millionen - segnet in südameri-
ka und afrika.
ZÜNd - up bläst das unbehagen fort. 
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der architekt findet für jedes problem die 
lösung: baueN.
für alles reaktionäre gilt, dass es nicht 
fällt, wenn man es nicht niederschlägt. 
zum wohl verdrängungsdrogen: kultur und 
steriler sex
leugnen sie nicht ein sechskantbolzen zu 
sein: sie sind verhaftet. oder dem konsu-
menten unter die tabut- gürtellinie schla-
gen! es steht unabänderlich fest: architek-
tur ist ein herrschaftsinsturument. es ist 
notwendig bestimmende umweltfaktoren 
zu analysieren, sie zu verfremden, sie 
damit kritisch und verdächtig zu machen. 
der architekt ist verpflichtet sich nicht nur 
mit der gestalt von schalen und hüllen – 
siner selbstdarstellung zu besch.ftigen, 
sondern auch inhalte zu analysieren und 
aktionen der benützer permanent mitzu-
verantworten.”

[and the pope, this frog sits still on his mil-
lions – he blesses in south america and af-
rica. Zünd-up blows the unease away. the 

architect finds a solution for every prob-
lem: constructing. for everything reac-
tionary applies, that it doesn’t fall, when it 
doesn’t floor, for the welfare of replacement 
drugs: culture and sterile sex, don’t deny 
to be a hexagon bolt; you are imprisoned, 
or hit the consumer below the taboo-belt! 
it stands irrevocable: architecture is a tool 
for domination, it is necessary to analyse 
determining environment factors, to alien-
ate them, to make them so critic and suspi-
sious. the architect is responsible not only 
to engage himself with the shape of shells 
and covers – his own self-representation, 
but also to analyse topics and actions for 
permanent responsibility.]
(kandeler-fritsch, 2001, p.157)

Zünd-up wanted architecture to be aggressive, to 
burn down the old system, to alter, to be dirty and 
beautiful. (cf. kandeler-fritsch, 2001, p.157)
what seems to be a main theme in the triptychon is 
the idea of motherhood as something bad: bad for 
the woman, but also bad for society. the female body 
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appears to be imprisoned by motherhood, it is seen 
as an obligation. 

“Schöner wohnen”

in 1970, the group Zünd up was enlarged and the 
group “salt of the earth” was formed, supplemented 
by wolfgang brunbauer, johann jascha and günter 
matschiner. 
Zünd up often presented its protest and criticism 
through text, collages and actions. later they started 
to use the media film to articulate their concerns and 
criticism. 

with the movie “schöner wohnen oder die Zerstörung 
des Wohnsarges”, translated “more beautiful living or 
the destruction of the living coffin”, traditional lifestyle 
and living spaces get criticized. because of the 
former projects of Zünd up and salz der erde, they 
reached a certain level of awareness, therefor they 
get invited by the orf to take part in the production 
of “improvement of Austria”. The project was financed 
by the orf, and salz der erde developed the script, 

as well as the settings and and props, which were 
built by the instruction of the artist group. the plot 
is about a nuclear family which seemingly lives a 
harmonic and unremarkable life. but then “salt of 
earth” enter their lives and the plot gets a peculiar 
twist. the families’ apartment is getting destroyed, 
things are getting alienated, clothes are getting nailed 
on the wall and the coffee machine is eaten, even the 
curtains are burnt down. this acting shows for anoth-
er time Zünd ups’ or in this case salt of the earths’ 
urge for deconstruction. in the end, even the house is 
starting to transform, from a typical prude row house 
into a huge head. later the house begins to speak:
“ ich wohNe iN meiNem kopf/ ich 
wohNe wild/ meiNe bedÜrfNisse 
fÜgeN sich Nicht deN gesetZlich 
verordNeteN fuNktioNeN/ ich lebe 
alleiN uNd mit vieleN Zugleich / mit 
fraueN uNd mÄNNerN uNd eiNem 
kiNd/ ich liebe sie alle/ die betre-
teN meiN haus/ sie driNgeN iN meiN-
eN kopf/ meiNe gehirNschale ist 
geöffNet/ meiN maul ist eiN saloN/ 
meiN ohr ist eiN geschirrschraNk/ 
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meiNe augeN siNd spiegel / ihr 
badet iN meiNeN gehirNwiNduNgeN 
uNd lehNt aN meiNem kiefer/ iN 
meiNeN waNgeN wird gekocht/ 
iN meiNem hals spielt maN yoyo / 
meiNe Nase ist iNNeN vollkommeN 
grÜN uNd der muNd lÄchelt/ meiNe 
ZÄhNe siNd bÜcher/ eiNe ZuNge ist 
eiN grosses bett/ meiNe stirN ist 
aufklappbar […]“

[i live iN my head/ i live wild/ my 
Needs do Not coNstitute to the 
regulatory fuNctioNs/ i live aloNe 
aNd likewise with maNy/ with wom-
eN aNd meN aNd a child / i love you 
all / they eNter my home / they 
urge iN my head / my braiN is opeN 
/ my yap is a saloN / my ear is a dish 
/ my eyes are mirrors / you bath iN 
my braidiNg ties aNd abuNt oN my 
piNe / iN my cheeks are bioled/ iN 
my Neck you play yoyo / my Nose 
is completely greeN iN the iNside 
aNd the mouth smiles / my teeths 
are books / my toNgue is a large 
bed / my head is foldiNg […]]
(Zünd up, 1971, p.237)

moreover, a part of the setting was a huge rolling 
eyeball, a sagged bookshelf, a welled fridge, in which 
ships bowl along etc. the use of a blue box made it 
possible to change people, space, time and social 
structures. with this project salz der erde showed, 
trough the burn down of old structures and the re-
build of new, alternatives und visons of the future. the 
civil nuclear family is getting criticized in an extreme 
way, it is seen, as in otto muehls work, as the hatch-
ery for neuroses and loneliness. moreover, salz der 
Erde see in the term “Schöner Wohnen” or in English 
“more beautiful living”, a repressing ideology, which is 
shown in many newspapers and magazines. but the 
outer representative appearance, is destroying the 
inner of a human:
“schöner wohnen ist der handfeste 
ausdruck repressiver ideology, die in 
konsequenter unverschämtheit die öffen-
tlichkeit zum repräsentationsschlachtfeld in 
ununterbrochener statussuche deklariert, 
ergänzend alternativ über privatsphäre 
als unverletztlich ausposaunt. doch „hy-
gienisch und schöner wohnen“, in allen 

bunten zeitungen illustriert, zerhämmert 
erneut das vermeintlich idyllische häus-
chen. zwischen dem zeitriesen(arbeit) und 
geldriesen (eigene wohnung), alles restlos 
auf repräsentation ausgerichtet, wird das 
bedürfnis mensch zerbröselt. um dies 
nicht zu merken flieht er in die natur. und 
das wollen wir ihm versalzen.“

[more beautiful living is the most effective 
expression of a repressive ideology, which 
declares the public to the representation 
battlefield in continuous statelessness, 
in a consequent impertinence. but “hy-
gienic and beautiful living”, illustrated in 
all colorful magazines, again hammered 
the supposedly idyllic cottage. between 
the zeitriesen (work) and geldriesen (own 
apartment), everything completely aligned 
on representation, the need is crumbled. 
To avoid this, he fled into nature. And we 
want to salvage it.] 
(Zünd up, 1971, p.236)

to overcome and solve these problems, salz der 
erde propagandized a free and unconventional living 
form, which promotes an open and sensual lifestyle. 
salz der erde also strengthen their criticism by the 
dramatic application of blood, this could also be seen 
as a referral on domestic violence. moreover, salt of 
Éarth act against the bourgeoisie family and for free 
ways of living. (cf. kandeler-fritsch, 2001, p. 235)
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female revolutioN 

as a reaction and way of rebellion against society 
many female artists started to emancipated them-
selves from the role as muse and model in the 70s. 
in other words, they emancipated themselves from 
an object to an independent subject, taking part in 
society and political processes. 
the stereotypical role as mother and wife is started 
to get questioned, as well as their role in domesticity. 
a central topic was the discovery of female sexuality, 
breaking with stereotypical image of women and 
the creation of an awareness for violence against 
women. (cf. schor, 2015, p.22) the refusal of old and 
traditional imagination of how a woman should be, 
connected the artists of this generation. the second 
wave feminism, which emerged in the 60s and 70s, 
claimed that the fundamental equality between men 
and women, abrogates the imagination that they 
should occupy different roles in life. the duties of 
home, regardless of whether they are burden or en-
joyments, should be shared by both men and women, 
and the same should apply to the challenges and 
rewards of work and social activities. they formed 
feminist networks, organized possibilities for their 
exhibitions, wrote manifestos and founded magazines 
and newsletter. (cf. schor, 2015, p.26) 
with demonstrations, the women demand the reform 
of the abortion regulations, education and criminal 
prosecution of domestic violence. the aim is the 
creation of a gender-neutral society. (cf. rosenberg, 
2007) the reward of their commitment comes then 
in 1957, pregnancy termination was declared with 
impunity within the first three months of pregnancy. 
in the same year, the great reform of the family law 

came into force, from that point on the wife was now 
considered a full legal subject, before the wife had to 
follow her husband to the place of his choice, becau-
se he was the „head of the family.”

as their method of expression, they chose media, like 
photography, video and movie as well as performan-
ces and actions. (cf. schor, 2015, p.31) the women 
artists examined everyday clichés and exposed the 
imagination of womanhood as a social construct. 
they questioned many current topics like gender, 
culture, politics, history, the self, femininity, beauty, 
religious tradition, and so on. everything that the fe-
minist artists of that time created flowed from the will 
and courage to question everything. until the moment 
the feminist art started, the “feminine ideal” was a 
male construction. the feminist avant-gardists started 
to tear this constructed ideal apart, but all of them 
acted in their own way. 

„die frauenbewegung in der kunst kann 
als avantgarde bezeichnet werden, da ihre 
protagonistinnen in ihrem drängen auf eine 
veränderung der bestehenden sozialen 
ordnung in der kunstwelt vereint sind.“

[the women‘s movement in art can be 
described as an avant-garde because 
their protagonists are united in their urge to 
change the existing social order in the art 
world.]
(schor, 2015, p.18)
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of course, one can talk in the term of these artists, 
about avant-gardists. the artists were collective in the 
artworld and wanted a change of the existing social 
order. in the last decades, the feministic art mo-
vement of the 70s, was refurbished more and more, 
especially because of the exhibition “wack! art and 
the feminist Revolution”, which toured from 2007 until 
2009 in the usa, and caused a huge level of interest. 
this exhibition took place in very famous museums, 
like the museum of contemporary art in los angeles 
and in the museum of modern art in New york. (cf. 
schor, 2015, p.18)

the mentioned artists in the following, were all born 
between 1939 and 1949 and experienced their 
childhood and youth during the 1950s. it was the time 
of the cold war, the anxieties of an upcoming atomic 
war were more topical than ever, in west europe an-
ti-communism and prudery defined the everyday life. 
(cf. schor, 2015, p.20) for a woman, it was not usual 
to live an independent life, the only way of leaving her 
parental home was the marriage. (ibid.)

the object subject dualism

the refusal of the art historical dualism between the 
vested artist and the naked, passive woman was an 
important concern of many female artists. to over-
come this, many artists tried a remove conventional 
separation of artist and muse. the topic of female 
sexuality played a crucial role here and emerged in 
the late 1960s and the 1970s as a prominent theme in 
feminist art in both europe and the usa. the contrast 
to male-created imagery of sexuality in modern art, 
which frequently entailed domination over and degra-
dation of women, the work produced by female artists 
addressing sexuality seemed to be more politically 
driven. the aim of the feminist artists is to break the 
created image of the woman dominated by the male 
world, and to create a new representation. it is about 
unmasking the dictates of beauty and addressing 
violence against women. (schor, 2015, p.13) as many 
art historians prove, the women have conventionally 
been the “embodiment of virtue,” but at the same 
time “instigator and repository of sin”. (s. tickner 
1978 p.237)
the feminist artist valie export writes concerning 
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this: 
„wir frauen müssen, um zu einem von uns 
selbst bestimmten bild der frau kommen 
zu können und damit zu einer veränder-
ten abbildung in der gesellschaftlichen 
funktion der frau, an der konstruktion der 
wirklichkeit via die medialen bausteine 
teilhaben […]“

[we women have to, in order to be able 
to come to a picture of the woman deter-
mined by ourselves, and thus to partic-
ipate in a changed picture in the social 
function of woman, take part in the con-
struction of reality via the media building 
[...]]
(export, 1972)

carolee schneemann, (* 12. october 1939 in fox 
chase, pennsylvania) used her own body as her 
primary medium, she emphasized women ‘s effect, 
as both, the creator and an active part of the creation 
itself, giving the female form in art a subjectivity. (cf. 
theartstory.org/artist-schneemann-carolee) She firmly 

established her practice in opposition to the tradition-
al representation of women merely as nude objects. 

“Eye Body, 1963, Meat Joy, 1964, and my film Fuses, 
1965, form a trio of works whose shameless eroti-
cism emerged from within a culture that has lost and 
denied its sensory connections to dream, myth, and 
the female powers.”
this is how the artist carolee schneemann herself, 
describes her work. recognizable here is of course 
the criticisms on society, concerning its prudery and 
sanctimony. moreover, she adds in an interview:
” I then decided i wanted my actual body 
to be combined with the work as an inte-
gral material…covered in paint, grease, 
chalk, ropes, plastic, i establish my body 
as visual territory. Not only am i an image 
maker, but i explore the image values of 
flesh as material I choose to work with. The 
body may remain erotic, sexual, desired, 
desiring but it is as well votive: marked, 
written over in a text of stroke and gesture 
discovered by my creative female will.” 
(schneemann, 1997 p.52)
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in this project, carolee schneemann is laying 
completely naked on plastic, her head is resting on 
a huge coil out of wood and two snakes are crawl-
ing just in that time across her body. the serpent 
stands for ancient matriarchal goddess religions of 
significant interest to the artist since the 1960s. (cf. 
wentrack, 2014, p.154) this goddess is both the 
giver of life and the representation of fertility, but at 
the same time death and dissolution, this figure has 
the power to take life and also take it away again. (cf. 
rabbitheartedgirl.weebly.com) schneemann painted 
her body to shows her intention of using her own 
corpus as material, therewith she supports her work, 
and at the same time she is incorporating it into her 
artistic work. 
in this time many artists had been working with the 
carnal body, as an interaction with painting and other 
media, but schneemann was among of them one of 
the first to actually integrate her own body into her 
artworks as a kind of canvas. in contrary to yves klein 
for example, who used nude models to act as brush-
es.  her work is at the same time painting, installation, 
performance, and photography. (cf. wentrack, 2014, 
p.154)
performing in the nude was a way to try to break 
down boundaries and to establish the female body 
not only as object, but as subject. taking the role as 
the active part, she intended to escape being the ob-
ject to be looked at. the marking of her body and the 
use of found objects discarded all norms of sexuality 
and beauty, which were known until that time, more-
over the sense of disruption is getting reinforced, 
because it was her own body schneemann used. (cf. 
wentrack, 2014, p.155)
furthermore, her body was naked, rather than nude. 
it was a real body and physical with visible genitals 
and pubic hair in many of the images, in the history of 
female nudes in art, female genitals were wiped clean 
or smoothed without pubic hair. (ibid.)

The title, “Eye/Body”, explains what and who is at 
work in her project. She is the artist, the “I” and the 
“eye” are both constructing the artwork, previously 
the predominant eye in the history of western art has 
been that of the male person. besides, schneemann 
is also the “body” that by tradition has been manip-
ulated by the male artist for the male viewer. (ibid.) 
through her own self determination to use her own 
body kond of a canvas, Schneemann defines her 
body neither as nature nor as sexual object, but as 
artwork.
moreover, carolee schneemann problematized 

how female sexuality was represented by the 1960s 
through the direct use of their bodies, display of geni-
talia and the images of sexual pleasure. 

the birth

considering the fact that the conscious use of the 
own body as a canvas, occupies an important 
position in the female avantgarde, it is not surprising 
that the act of the birth, the reproduction, likewise is a 
relevant topic.
Starting from Schneemann’s project “Eye Body”, this 
theme also seems to be not unessential. 
Lying completely naked on the floor, this act could be 
seen as the most natural way of giving birth to a new 
human. the fact that she wants to depict with this 
artwork a matriarchal goddess, which is a symbol of 
spiritual wisdom, fertility, life, and strength, reinforces 
the assumption, that this project also deals with the 
topic of birth. (cf. rabbitheartedgirl.weebly.com)
Of course, the topic of “free reproduction” was thema-
tised and criticized for many times in female art, so as 
in the case of carolee schneemann. by comparing 
the work “Eye Body” from 1963 with the work “Trans-
fusion” of Günther Brus from 1965, one can notice 
some parallels, regarding aesthetic, expression and 
approach. 
at the center of the work of the viennese avantgardist 
günther brus, the body is a medium of the experien-
ce of reality. moreover, maternity and birth was also a 
central theme for him. With him one can find a further 
development of the scenery. in his action “transfusi-
on”, which he performed with his wife Anni Brus, the 
relation of woman and man as well as the fusion with 
each other. moreover, exactly as in schneemanns 
work, the theme of the birth is also treated her. 

“mit der aktion transfusion versuchte ich, 
eine spezielle wienerische Ästhetik in ein 
körperliches geschehnis einzubringen. 
ich bestäubte annis nackten körper mit 
strahlend buntem farbpulver, brachte 
einen blauen stöckelschuh und eine per-
lenkette ins geschehen und setzte dazu 
meinen weiß eingefärbten leib in kontrast. 
diese betont schönen augenreize soll-
ten im gegensatz zu einigen utensilien 
aggressiven charakters stehen (messer, 
gabeln, klammern). [...] als leitthema 
diente mir eine bewusst milde, ja versöhnli-
che aufarbeitung des geburtstraumas.“
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[With the action “Transfusion”, I tried to 
bring a special viennese aesthetic into a 
physical event. i dusted annis naked body 
with radiantly colored powder, brought a 
blue heeled shoe and a pearl necklace 
into the action and put my white colored 
body in contrast. in contrast to some uten-
sils of an aggressive nature (these knives, 
forks, brackets), these beautiful eyelids 
should stand out. [...] as a guiding theme, 
i served a deliberately mild, even concilia-
tory, treatment of the birth trauma.]
günter brus (spiegler 2008, p.61-62)

the action stands out both thematically and formally 
from Brus‘ early work. For the first time, the strict 
black and white canon is broken through and color 
is integrated into the art of action. through the use of 
the white color, he dissolves the boundaries between 
the ego and the external world, and there is no hierar-
chy anymore. the subject exists as an object among 
other objects, only because of his body.
thus, brus spreads yellow, red, and blue pigment on 

the woman‘s body. this is in contrast to the whi-
te-painted head of the artist and the injurious tools 
that brus brings into the action. as a central element, 
served a blue heeled shoe, a bead chain and plastic 
hoses. they connect the günther brus and his wife 
anni and make the birth gesture in this action evident, 
the plastic tubes could be seen as a umbilical cord, 
which connects mother and child. the implied self-in-
jury of previous actions is combined here innovatively 
with sensual-erotic aspects.this shows that not only 
feminist artists used their own bodies as a means 
of expression and dealt with the topic of birth, even 
though of course in the case of brus the stereotypical 
role allocation still exists. 
Schneemann managed with “Eye Body” the decon-
struction of this distribution of roles, through being 
both: object and subject.  

violence

domestic violence was a common thing in history all 
the way from the b.c years till now. violence against 
women was a right, men exercised with impunity. phy-
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sical violence against wives was seen as “necessary” 
for the well-being of the woman. with the women’s 
liberation movement in the late 60s, this awful act was 
started to get thematised and approached in society.
certainly, many female artists began to deal with the 
violence in its artworks. among them was the artist 
valie export, an austrian media and performance 
artist, which is important to mention here. 
the subject of self-harm is also occupies a great 
importance in her projects. with sections in its own 
body, domestic violence, especially on women, 
should be demonstrated.  familiar with the autoag-
gressive work of the viennese actionists, she is 
particularly influenced by Günter Brus. (cf. Zell, 2000, 
p. 11) the theme of self-injury is a popular artistic 
mean of that time. however, valie export stands 
out from the viennese actionists and combines their 
„autoaggression“ with feminism. 
the main goal in her work is the equality of women 
in art and society. with the topic of pain, she brings 
reality into her projects. trough the reduction of her 
body in its original form, in nudity, it becomes her 
main material. (ibid., p.55) the injury as a „creative 
recipe“ on the body triggers a pain, which on the one 

hand is individually experienced by the artist, on the 
other hand, is conceived in the imagination of the 
viewers. (ibid., p.164) valie export’s occupation 
with her own identity through self-harm, suggests the 
usual conception of femininity as painful constructs 
of society.

although vallie export, is dissociating herself from 
the viennese avantgarde, one can still notice some 
parallels, regarding the destructiveness in her work 
and of course the main goal to break cultural, social 
and sexual taboos and to intensify the desires and 
urges of the own body. but a crucial difference to the 
viennese avantgarde is remarkable, by the fact, that 
the woman in vallie exports feministic actions is 
playing the central role, in the viennese avantgarde 
actions, the women and her body is reduced to an 
object. (ibid., p.22)

the act of provocation characterizes her perfor-
mance, “Action Pants: Genital Panic”, for which VALIE 
export is best known. 
for this performance, the artist walked into an 
experimental art-film house in Munich, while wearing 
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a crotchless trousers and a tight leather jacket, with 
her hair teased wildly. she roamed through the rows 
of seated spectators, her exposed genitalia level with 
their faces. she wanted the people to engage with 
a “real woman”, instead of with images on a screen. 
(cf. http://bit.ly/1wyghdw) the criticism in this project 
is, the objectification of the female body through 
commercial movies and the male sight. export 
confronted the viewer in an aggressive presentation 
of the female sexual body, by the exposition of her 
sex organs. several months later valie export had 
herself photographed in her action pants in seven dif-
ferent versions. (cf. wentrack, 2014, p.152) in the pic-
ture, the artist is sitting outside on a bench facing the 
camera, legs spread to reveal her cut out crotch. she 
stares straight ahead and tightly grips the upward 
pointing, erect machine gun that rests on her leg. 
export’s is wild tousled, which should remind the 
observer on socially unacceptable behavior and her 
bare feet augment the rebelliousness of her action 
pants. (ibid.) the fact that she has a machine gun in 
her hand heightens the tension and sense of danger 
of the visible genitals. moreover, one can associate a 
gun with phallic power, seen in the military, hunting, 
sport, crime, or death. but export challenged it to 
combine a male-coded machine gun with female ge-
nitalia, rather than creating an object of male power 
and phallic symbolism. with the contrast between an 
exposed vagina with a gun, she also compares sex 
and violence, but at the same time the vulnerable 
vagina is as threatening as a gun. (ibid.)
antother artist, who dealt with the topic of domestic 
violence is gina pane.
in contrary to valie export who posed with a shoo-
ting gun in the previous described project “genital 
Panic”, which can be related to a more male act, 
Pane chose in her work “Azione Sentimentale” from 
1973, the self-harm as a way of expressing the pro-
blem of violence. one associate cutting themselves 
with razors with suicide or attempted suicide, parti-
cularly for women for some reason. sexual violence, 
domestic violence and anguished isolation, have 
driven some women to attempt suicide. (cf. http://bit.
ly/1rvuhfw) because of that fact, gina pane often 
uses razors in her work. 
“[the wound] is a sign of the state of ex-
treme fragility of the body, a sign of suf-
fering, a sign which indicates the external 
situation of aggression, of violence to 
which we are always exposed. it introduc-
es the vaster phenomenon of the relation-
ship between the external world and the 

psychological world” 
(wack!, 2007,p.279)

gina pane developed with her investigation on the 
connection between femininity and the wound a “new 
language”. (cf. Zimmermann, 2002, p.32) furthermo-
re, pane hurts and marks her own body to destroy 
and recreate it at the same time. she wants to destroy 
the passive status of femininity that has to endure 
pain and violence. 
In her action, “Sentimental Action” Gina Pane was 
dressed completely in white, the color of innocence 
and purity. from a sitting position, she swayed with 
a bouquet of roses before puncturing her skin with 
the flowers’ thorns. The blood, which then began 
to drip on the bouquet turns the roses from white to 
red. at that point, the artist cuts herself with a razor 
blade. (cf. http://bit.ly/2tsg1xm) it seems almost, 
like her action stands for the marriage, she the bride, 
dressed completely in white, with also white flowers 
in her hands, enters into marriage. but the thorns 
of the “innocent white roses” began to hurt, and the 
flowers color change from white to red, one could say 
they lose their innocence. the colorfulness of the red 
flower indicates on the one side love and passion, but 
on the other side it is the color of blood, of pain, con-
trol and aggression, which could remind the observer 
on an important concern of pane: domestic violence.

housewives

“The mother is the faceless, unfigurable 
figure of a figurante. She creates a place 
for all the figures by losing herself in the 
background.”
(Derrida, “All Ears: Nietzsche’s Otobiography”)

according to the conservative moral concept of this 
time, a woman has to take care of the children and 
educate them and take care of the household. many 
artists questioned: why they should do this unpaid 
work? why gets their husband money for working 
outside the home and gets attention therefor and the 
work in household is regarded as natural?  and why 
can the husband decide if his wife can go to work or 
not? (cf. schor, 2015, p.33) in the usa as well as in 
europe, this were the main topics which connected 
feminist artists, astonishing here is the fact, that many 
artists had the same formal strategies, without even 
knowing each other. (cf. schor, 2015, p.20)
the artist birgit jürgenssen, born on 10th april 1949 
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in vienna, was one of the most outstanding feminist 
avant-garde artists. In three decades of prolific pro-
duction, from the early‚70s through the late ‚90s, she 
utilized nearly every media to unravel the linguistic 
strictures around gender and identity. for birgit 
jürgenssen, „self-irony was a form of autobiographi-
cal strategy to impart subversive and deconstructive 
potential“, she explained in an interview. this self-iro-
ny helped her to keep distance from the stereotypes 
in which she grown up. (cf. http://bit.ly/2tam3wi) in 
many works, the stereotypical role assignments are 
getting infiltrated. Moreover she wanted to show the 
“misery of everyday life”. (cf. weibel,1998)
jürgenssens works show a critical picture of the so-
cial position of the woman, her role and her functions, 
which she has to occupy in society.
Her project “Kitchen Apron” of 1975, was an im-
portant one for the feministic art. she deals with the 
before described problem of housewive codification. 
jürgenssen put, in her photo performance, an out of 
metal formed stove as an apron on her body. the de-
scribed work reminds one on a criminal photography, 
jürgenssen stands straight in front of the camera, her 
facial expression is serious. one time she shows the 

stove frontal, to allude to the idiom “to have a bun in 
the oven”, what expresses as much as “being preg-
nant”, and one time she shows it sideways, where 
a loaf of bread pokes provocatively out of the small 
oven door, as a phallic quote. (cf. schor, 2015, p.34) 
so, cooking and baking are equated with pregnancy 
and giving birth. the housewife, the wife as mother, 
her beauty and corporeality is reduced to an object. 
moreover, the stove seems to be sexualized (cf. 
http://bit.ly/2tvhvep), its burners resemble breasts. 
one can see that the exploration of words, concepts, 
speech, and language was an important means of 
expression in her artistic work. jürgenssen signalizes 
in her work the signs of domesticity, the bond of the 
woman to the domestic reproduction work. the fact 
that the woman is getting dressed by the kitchen 
appliance makes clear that the housewife has to melt 
with the domestic duties and has to become a kind of 
a cyborg, who is cooking, baking, giving birth but still 
looking groomed and female. she depicts herself as 
a female form that subsumes with „a kitchen stove to 
form a new organism“. this socially created con-
struct, is what jürgenssen want to destroy. 
jurgensen‘s work show the effects of domestica-
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tion, as friedrich engels has already analyzed in his 
famous work on the origin of the family, the private 
estate and the state. Engels identified the mid-
dle-class family as an organizational unit within the 
capital economy, which served the reproduction of 
manpower. the advancing industrialization pushed 
the production of goods more and more out of the 
house into factories, so that finally the men did the 
work in the factories, and the work in the household 
was not paid. the work done by women is not regard-
ed as wage labor. because of the fact that the man 
brings home the money necessary for the purchase 
of goods, the work of the woman in the household is 
devalued, and thus also the position of the woman. 
jürgenssen clearly shows, that feminization and 
housewife codification, are, therefore, pejorative 
processes within the capitalistic world. her projects 
show the legitimation of a social hierarchy through the 
division into strong and weak sexes. the dictatorship 
of gender difference displaces and conceals a much 
more original division of people by class distinction. 
Jurgensen‘s projects reflect this socially unconscious 
and repression. (cf. weibel, 1998)
the housework as a daily and monotone routine 

conditioned the female role allocation. hence another 
work of birgit jürgenssen emerged: “scrubbing the 
floor”. (cf. schor, 2015, p.35) on this drawing one 
can see three housewives with cloths and a bucket 
of water, crawling on the floor and cleaning it. The 
ambiguous demands on the housewife, which is not 
just a professional designation, is also an important 
component here. the women in the drawing wear 
short dresses and are showed in offensive poses, this 
reflects the male wish for a sexually attractive clean-
ing woman. again, jürgenssen wants to criticise the 
womens‘ image in society, as an object. by having a 
closer look, one can recognize that the washcloths 
contain faces of small men which are properly take a 
punishing by the housewives. one can realize here 
jürgenssens’ passion for metaphors, the wordplay 
here refers to the colloquial german word “waschlap-
pen” which means “washcloth” and describes a man 
without backbone and courage. (ibid. p.36)
without knowing each other martha rosler created in 
the same year, in which birtgit jürgenssen creater her 
“Kitchen Apron”, her Video Performance “Semiotics 
of the Kitchen”. (ibid. p.34)
semiotics of the kitchen is a feminist parody video 
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and performance, which was published in 1975 by 
martha rosler herself. barely another work of art from 
the realm of gender, has had such a huge amount of 
re-actments as this work. (schor, 2015, p. 201) the 
facination about this work, could be explained by the 
fact that rosler respond many important topics like 
gender and feminism, but she also entangles themes 
like political and social conditions with it and criticises 
them, without minceing one’s word. (ibid.) 
it was recordet in december 1974 in New york, so it is 
not a live- performance but a video-performance, this 
fact is an important difference, not just because be-
cause of the contentual refferences, but also formal, 
the video was shown with a television. (ibid.)  
“semiotics of the kitchen is a mock-educa-
tional video—when viewers already know 
the names of the cooking utensils, they 
can consider themselves integrated into a 
socioeconomic system that requires that 
women not only know these objects but 
also own them.”
(thill, 2013, p.2)

In this work, Martha Rosler does not try to find a new 

women’s language, instead she uses what works as 
the “women’s language”, in this case, a woman is 
naming her own tools of repression in a strong and 
powerful settlement, but with conventional concepts 
of femininity. (ct. thill, 2013, p.1) 
moreover, she is examining the oppressive relation-
ship between women and language, by the use of 
linguistic structures and refering to the social system 
of order that is maintaining sexism in prvate spheres 
as in the family kitchen but also in the public as 
different television show. the audience gets that 
through the popular media, which was extremely im-
portant in that time, in the style of a tv cooking show. 
besides, the work is dealing with with mass culture 
genres, scenarios of production, and possibilities of 
reception and allocation. another important topic, 
which is apprached by semiotics of the kitchen is, 
the commerce and labor relation, both produced an 
increase of consumers’ goods, which are marketed 
to women, in this post-war era. it seems that martha 
rosler alludes metaphorical to the literal, she is using 
the typical tools of the kitchen as kind of a weapon, 
to show the power, which is at the woman’s fingertips. 
(ibid.)
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martha rosler startets with her demonstration of 
kitchen tools in an alphabetical order, from “apron“ to 
„tenderizer“. (ct. http://www.macba.cat/en/semiotics-
of-the-kitchen-2821)  
then the work turns into a performance, she rein-
forces her criticism not only by her analytic and 
emphatic understanding, but also with the formal 
structure of her action. with her comical presentation 
of the kitchen utensils, she clearly shows that the 
female characters are subjected by a social construc-
ted role, and they need to change it. moreover, rosler 
makes clear that the structures of power, the sover-
eignty and the oppression, as well as their ideological 
ramification, have to be analyzed and recognized, 
not only within the economic, social and political 
domains, but also within the systems of language and 
sign, which denote the order of the symbolic. (ibid.) 
for the understanding of this performance as one of 
domesticity, caters a bound book on the shelf behind 
Rosler, where the word “MOTHER” is on it. (ct. thill, 
2013, p.3) 
“rosler addresses the aggressivity that is 
inherent in „the woman in the kitchen“ – 
from outside as well as from inside.” 

(http://www.macba.cat/en/semiotics-of-the-kit-
chen-2821)
with a fork, she jabs in the air, in fact in the viewers 
direction, and then pours away the nonexistent cont-
ent of the ladle, right next to her. while demonstration 
the kitchen utensils, rosler turns herself into a tool. 
she is personifying the letters, u, v, w, x, y, Z beco-
me written by her body, which actually should mean 
that her body became written by them. (ct. http://
www.macba.cat/en/semiotics-of-the-kitchen-2821) 
rosler explains; she “replaces the domesticat-
ed ‚meaning‘ of tools with a lexicon of rage 
and frustration.“ (http://bit.ly/2s9s3u3)
her video performance was meant, like also all early 
videos, to be shown on the tv, so it is of course in-
tended that some of her gestures constitute a darting 
or throwing towards the audience, so outside of the 
television monitor. moreover, her gesticulation shows 
the frustration, through the instruments of domestic-
ity, besides she is using the space of the kitchen as 
a background, which should demonstrate the social 
imagination for the “place of the woman”. (http://www.
leewalton.com/teaching/boal)
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home after war

Through the previous reflection of the intense rela-
tionship between social revolution, criticism on do-
mesticity and women’s role in society, it is important 
to explain the political and historical context of the 
time we are talking about. thereby the effects of the 
war on domesticity and also womens’ role became 
visible.

the intense rivalry between the united states and the 
soviet union that emerged immediately after world 
war ii (1939–45), raised many anxieties in the peo-
ples’ heads. known as the cold war, the rivalry grew 
out of mutual distrust between two starkly different 
societies. (cf. http://bit.ly/24gzfuc ) 
the fast-growing competition between the 
two-emerging post–world war ii superpowers in 
1945 dominated the world politics until 1991. millions 
of soldiers and civilians were killed in conflicts often 
set in third world countries. thousands of american 
soldiers in the korean war (1950–53) and vietnam 
war (1954–75) and thousands of soviet soldiers in 
afghanistan. (cf. http://bit.ly/1byyh9f)
the korean as well as the vietnam war was seen 
by many people as unequable. on the one side the 
super power usa and on the other side the much 
weaker opponent vietnam or korea. 
the shouts that the us should withdraw from the 
vietnam war were getting louder. student movements 
went on the streets and protested against the war 
and for its fast termination.
by the appearance of the television in the 60s, in 
nearly every household, this war could be examined 
by everybody. it seemed, that the war was brought 

from a far distant place to the living room of the 
domestic life. (cf. colomina, 2005, p.287) the people 
had the bleeding vietcong, the war opponent, in the 
living room. thus, the war was subjected, in a new, 
more direct way, to private moral values. 
many artists started to address this war in their works, 
also as a sign of revolution. female artists like martha 
rosler made the vietnam war a subject of discussion 
in her work. (ibid., p.290)
Not forgetting the huge influence the preceding wars 
had on the domesticity. 
moreover, it is interesting to understand the european 
role while cold war. 
the geographical position is of course decisive, 
europe lies between america and the soviet union. 
consequently, it was not just partially venue but also 
a buffer zone of the staged rivalry. this meant the us 
led west and Nato on one side and soviet led east 
and the warsaw pact on the other. only a short time 
after the second world war once again the prospect 
of war, but this time of a nuclear one, was so close. 
this situation raised the fear and tensions in the civil 
population in europe. on the one side the states told 
the public, that there is chance to survive by building 
atomic shelter, on the other side they told we the no-
tion that one has to do everything to maintain peace. 
bringing this two contrasts together, caused a huge 
discomfiture in society. 
both sides demonized the other and systematically 
raised anxiety among their own population in order 
to mobilize them for the war. and then, with unilateral 
civil protection programs, they were trying to reclaim 
and reassure those fears. 
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Nevertheless, the one post-war trend that stands out 
above all the rest is the growing significance of the 
home. the longtime people were spending in billets, 
intensified a longing for home. Domesticity meant 
security and happiness but it is also a place where 
one can be safe, sheltered and private. (cf. langham-
mer, 2005, p.344) all these features, were things the 
people were looking for in the wartime. the fact that 
after the bombings, many cities lied in ruins and that 
the reconstruction should be done as quick as pos-
sible, reinforced the importance of an intact housing. 
(ibid., p.345) the modern home and its inhabitants 
were represented as the symbolic, and actual, centre 
of postwar reconstruction. 

woman’s role 

During World War II, women played a defining role, 
as their male opposite they were dispatched on many 
different fronts, women assumed the jobs that were 
actually occupied by men. many women started to 
work in different factories, manufacturing airplanes 
and working in shipyards, that showed that women 

were very well in the position to manage so called 
“men’s work”. (cf. http://bit.ly/1uvQw2j) 
immediately after the end of world war ii, many men 
returned home again and ultimately undertook the oc-
cupations they had befor the war, the resultate of this 
was that some women lost the jobs they had during 
the war. this chased women out of the manufacturing 
and industrial trades they were working in and as 
the baby boomers boomed, women had to become 
full time housewifes again. Now they were expected 
to stay at home and take care of the children and 
household, while their husband went to work to bring 
the money at home. (ibid.) this situation let to a 
comeback of the gender allocation. 
The creation of the “ideal woman” gave a clear 
picture to women of what they were supposed to 
emulate as their proper gender role in society. the 
government propaganda, popular magazines, and 
films reinforced traditional concepts of femininity and 
instructed women to subordinate their interests to 
those of returning male veterans. (cf. holt, p.3)
in fact, women had achieved maybe too much econo-
mic independence during world war ii, which made 
the oppressive circumstances of the domestic ideal 
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of the 1950s even more harmful to the construction of 
women’s identities. (ibid., p.2) 
in the cold war, anxiety and instability were omni-
present, the family seemed to offer a psychological 
fortress, a buffer against both internal and foreign 
threats.
“[t]he family seemed to offer a psycholog-
ical fortress, a buffer against both internal 
and foreign threats.  in this ideological cli-
mate, independent women threatened the 
social order.  under cultural pressure and 
with limited options for work outside the 
home, women, contained and constrained, 
donned their domestic harness.” 
(meyerowitz, 1994, p.3)

in this ideological context, independent women were 
seen as a further threat of the social structure. 
moreover, women were educated during the 1960s at 
a higher rate than in any previous time, many of them 
in fields not traditionally thought to be accessible to 
women. birth control also became readily available 
during this time, which increased the sexual inde-
pendence and professional career options of women. 

(cf. holt, p.2) however, one has to add that while 
women triumphed in these other areas, they still felt it 
necessary to hold on the domestic ideal as much as 
possible in order to maintain their identity as a “good 
woman, mother, and wife.” So, while women in fact 
achieved huge leaps of liberation and independance 
during the 1960s they were still bound by the oppresi-
ve moral concepts of the domestic ideal. (ibid.)
Primarily magazines and film, were the primary me-
thods of which this model was transmitted to women, 
in effect the social construction agent. women’s 
magazines played an extremely important role in this 
transmission because there was a significantly large 
readership. many magazines did not passively take 
part in enforcing these gender roles, but were in fact 
an active force. they decided to make women the 
better consumers of home products by reinforcing 
and rewarding the concept of women’s total fulfillment 
through the role of housewife and mother. further-
more, they concluded that women were more likely 
to be consumers of cleaning aids, food, clothing and 
cosmetics. (ibid., p.3)men otherwise, were shown 
purchasing more important and expensive items such 
as cars, industrial goods and services like banking 
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and insurance. (ibid., p.4) 

In austria, the unequal gender relation was also 
reflected within the marriage law, which put the male 
spouse as the leader of the house hold, able to claim 
sexual and all other kinds of submission. for this 
reason, rape for example and other abusive actions 
within marriage were not accusable, and it was not 
until the end of the 1970‘s that the austrian marriage 
law was reformed and discrimination and violence 
within marriage was crimi nalized and legally banned. 
(cf. http://bit.ly/2txngsd) of course these facts, repre-
sentations and stereotypical images of women, the 
feminist artists picked up on.

Actually, the term “domesticity” was at least con-
structed in the nineteenth century. the term refers 
to a collection of ideas that had been developed as 
a reaction to the division between work and home. 
(cf. heynen & baydar, 2005, p.22) this caused a 
separation between male and female spheres, which 
was justified by some presumptions concerning the 
“natural differences” between them. To express it in 
john ruskins words:

“the woman’s power is for rule, not for bat-
tle, – and her intellect is not for invention or 
creation, but for sweet ordering, arrange-
ment and decision. [. . .] the man, in his 
rough work in open world, must encounter 
all peril and trial; [. . .] but he guards the 
woman from all this; within his house, as 
ruled by her [. . .] need enter no danger, 
no temptation, no cause of error or offense. 
this is the true nature of home – it is the 
place of Peace.” (ruskin, 1870, p.102)

consequently, men were considered in the public 
sphere of work and power, whereas women were 
assigned to the private sphere of the home, their duty 
in their was to turn it into a place where their hubands 
or any other male relative can rest and relax. (ibid.)

in the following the introduced topics and phenomena 
get described and analyzed. it is showed how actual-
ly opposite issues, war and home, are related to each 
other. as well as the female role in domesticity, which 
plays a crucial part in this consideration.

 _27_Buckminster Fuller:DDU with child
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A Shelter in war- A beach house in Peacetime

after the second world war architecture was part of a 
general fascination, as attractive and colorful as other 
project of the consumption-oriented society, as cars, 
food, toys, dresses etc. the buildings were a frame for 
attractive objects, so full that the actual architecture 
dissolved. (cf. colomina, 2006, p.7) the middle-class 
consumer became the “modern man”, who after 
the returning from the world war would rather live in 
modern environments, using the most modern tech-
nologies, then in “old fashioned houses with enclosed 
doors”. So, modern architecture started to recycle the 
techniques and materials that were developed for the 
military.

an example for a postwar house as well as for the  
conversion from an object of utility to domesticity, 
shows Buckminster Fullers “Dymaxion House”. 
The word “Dymaxion,” which combines the words 
dynamic, maximum and tension, was coined by fuller 
himself. (cf. http://bit.ly/2rZdtrb)  the idea therefor 
comes actually from a corrugated-steel bin, which 
was designed to grains from rats and weather. (cf. 

colomina, 2005, p.63) fuller saw therein a device to 
house people. His first was to host a family of four 
in there. the space inside should be dividable into 
three pie-shaped sections and the furniture had to be 
attached to the circular walls. (ibid., p.67) moreover, 
it could be bolted in there hours according to fuller. 
the d.d.u. was designed as a mass-produced, low-
cost residential unit, easy to disassemble and re-as-
semble. fuller also made less concessions to the 
traditional house. the ddu had no windows and was 
also half buried. only translucent plastic panels let 
the light in, all what fuller did was to replace the top 
of the bin with a roof system. the inside, he lined with 
plywood panels, which were snapped into place. as 
an isolation, fuller suggested to use hay or newspa-
per, which could be stuffed between the plywood and 
the metal. (ibid., p.63) his proposals remind rather on 
an emergency shelter than on a dwelling house.
fullers infatuation with grain bins reminds on the 
fascination of european avant-garde architects with 
american grain silos, in the beginning of the 20th 
century. in the “jahrbuch des deutschen werk-
bundes”, Walter Gropius published photographs of 
american grain elevators. in the 1920s, le corbusier 
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published the same pictures in “L’Esprit Nouveau”, 
this should support his vision of a life in a unite 
d’habitation. (ibid., p.67) one has to add that the 
images, which were spread, do not actually exist, but 
this fact nobody seemed aware of. buckminster fuller 
was more interested in the practicality of the grain bin 
as in its aesthetics. he saw this object as an already 
made house, with a simple geometric form, the one 
of a cylinder, which could be build up anytime by 
anybody. (ibid., p.72)
moreover, fullers metallic bin is a ready-made, as it 
fulfills all required features of Duchamp. (ibid., p.68 
ff.) later in 1941 the dymaxion house was placed 
in the sculptor garden of the MOMA. For the first 
time the museum had a whole house as an exhibit, 
so domesticity is shown as an artwork. the moma 
added in their exhibition that the ddu could also be 
converted into a military barrack for soldiers. (ibid., 
p.72) this displays a shift, this time the other way 
around, from a domestic aim to a military. one can 
see the houses’ ambivalent character in the pictures 
diplayed above. illustration 27 displays the house 
between trees with a car parking in front of it and 
a small child standing in front of his home, playing 

with an animal. one gets the impression that fuller’s 
Dymaxion house fits quite obviously in the everyday 
life of an usual middle class familiy. the picture 28 on 
the other hand, shows three soldiers standing next to 
the ddu. buckminster fuller’s house stands for the 
blurring of actually two contrasts: the calm and loving 
environment of domesticity and the exhausting cruelty 
of the war. fuller himself describes the function of the 
house in terms of defense:

“the house is to be conceived of scien-
tifically as man’s initial advantage relative 
to the forces of the environment […] the 
house can be considered as his first line 
of defense against the large category of 
elements which seek constantly to destroy 
him, such as fire, earthquake, tornado, 
flood, pestilence, politics selfishness. Then 
[…] the elements which seek to destroy 
him inside this house as well […]: bacteria, 
accident, laziness and habits (which have 
to be severely inspected) and the routine 
inevitable functions of man as process, 
that is eating, sleeping, being clean, refus-
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ing, etc., which if you did not help him with 
[…} might really get the better of him.”
(fuller, 1946, p.169)
another interesting fact gets discernable by a closer 
view on the floor plan. The kitchen, is positions in the 
center part of the house, and has a direct connection 
to the living room. it seems that the housewife as 
the center of the household is intentional positioned 
here, to have a better overview on the whole house. 
moreover, the connection to the living room is crucial 
here, it is the room where the husband, coming from 
his work, can relax and watch television, but he also 
can eat his dinner there, which was prepared by 
his wife just in the room next door. The floor plan, 
reinforce the imagination of that time: women belong 
to the household.
but also in the section of another draft of the dymax-
ion house on the right side, the predominant role 
allocation is visible: the woman in the first floor is 
tiding up the cupboard, while the man on the second 
floor is sitting on a chair.

after the ddu was produced a couple of times, usa 
had to stop its productions because of the attack on 
pearl harbor, weapon production required all avail-
able steel. (ibid., p.75) this was the end of fullers’ 
dymaxion deployment unit. the newspaper called 
fuller’s house “[a] shelter in war- a beach house 
in peacetime”. (ibid.) once again, the boundaries 
between war and domesticity get blurred. 

A house in disneyland

“if public space was privatized, domestic 
space was publicized, not just on view 
(tv was already advertised during ww 
ll as the “bigger window in the world”) 
but on the move, mobilized: the tv set 
was placed on wheels, the walls became 
partitions, and the housewife seemed to 
be always in a hurry with a barrage of 
convenciences, push button devices, and 
appliances, designed to save her time: 
quick mixes, fast food, tupperware, blend-
ers, dishwashers, washing machines… 
This new kind of mobility and efficiency 
had to do with the war. Not only was her 
“push button” equipment coming itself was 
defending the nation. the housewife had 
become a soldier on the home front; the 
kitchen, the command post from where 

she not only controlled the domain of her 
living space but was purported to defend 
the nation. the suburban house equipped 
with every imaginable appliance, projected 
the image of the “good life”, of the lifestyle 
of prosperity and excess that was the main 
weapon in the cold war”
(colomina, 2004, p.14-16)

as we told before, “[t]he culture of domesticity 
or cult of true womanhood is a term used 
by some historians to describe what they 
consider to have been a prevailing val-
ue system among the upper and middle 
classes during the nineteenth century. 
this value system emphasized new ideas 
of femininity, the woman’s role within the 
home and the dynamics of work and fam-
ily. “True women,” according to this idea, 
were supposed to possess four cardinal 
virtues: piety, purity, domesticity, and sub-
missiveness. the idea revolved around the 
woman being the center of the family, she 
was considered “The light of the home”“. 
(http://bit.ly/2t4m4ek) 
 
with this idea and with the excerpt, that we mentioned 
upper from beatriz colomina’s book, we can compare 
women as a soldier of the house. like men, during the 
war, they should be on the lookout for all fronts as well 
as the woman, inside the house, to make sure every-
thing is under control and this comparison can be ex-
emplified with “Monsanto- House of the Future.”  
monsanto house of the future (mhof) was designed 
to improve and ensure the long-term viability of the 
new plastics industry. monsanto promoted both the 
need and the desire for a new paradigm of the prac-
tice of modern architecture - “plasticity”. The project is 
one of the examples of an american house implanted 
in the cold war. 
We must first realize the role of household plastics as 
weapons in the cold war.
“for the postwar world, there are prom-
ises of plastic houses, of plastic private 
airplanes, of thousands of other articles 
that will heighten the comfort of everyday 
living. plastics may be the key to a new 
industrial era… they promise the produc-
tion of basic materials tailor-made to fit the 
finished products.”
Newsweek (colomina, 2004, p.97) 
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Newsweek announced in their article “test-tube mar-
vels of Wartime Promise a New Era in Plastics” that 
industry would create a “plastic postwar world”.
with plastic, a world could be shaped according to 
the wishes of each person. when the war ended, the 
industry focused on bringing this new synthetic world, 
and in addition, the media made it clear that plastics 
could transform domestic life. 
„house beautiful devoted its entire octo-
ber 1947 issue to plastics, promoting its 
benefits to ensure a safe household. Titled 
„plastics: a way to a better more carefree 
life,“ the issue featured an image of plas-
tics wallpaper being drwn on by children 
and easily wiped off by mom. this was a 
new, postwar mom, at home, surronded 
by her growing family. Newly developed 
plastics promised her chance to „forget 
(she had) children“ and live an „elegant, 
carefree life“.“  
(colomina, 2004, p.98)

House Beautiful promoted the benefits of plastics to 
ensure a safe home, so housework would be easier 

and there would be more time for women to devote 
to themselves and buy clothes and beauty products.
however, it was important to assess to what extent 
plastics had a marked impact on domestic life and to 
reassess remaining opportunities for future develop-
ment. at mhof, the kitchen is located in the center of 
the house, making it practically a control tower, where 
the woman can watch all the partitions of the house. 
this statement clearly shows the distribution of roles 
in the household: woman as housekeeper, manag-
ing everything, while the husband is the provider of 
the family and consequently plays a more important 
role for which it can not be controlled by his wife. at 
casa monsanto, everything included for a comfortable 
family life was included and manufactured in plastic, 
home life was included and manufactured in plastic. 
involved in the comfort of a modern home, the project 
provided a sense of security that could pacify latent 
fears in a cold war society. the house was removed 
in 1967 to make way for another tomorrowland attrac-
tion. In fact, “removed” is a bit of an understatement. 
The House of the Future proved difficult, so strong, in 
fact, that the demolition team failed to knock it down 
with a demolition ball. in 1957, monsanto demonstrat-
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ed its vision for future housing, emphasizing one word: 
plastics. “The House of the Future” was an attraction 
at disneyland in anaheim, california, usa, from 1957 
to 1967.

the mhof consisted of a central room, occupied by 
a bathroom and kitchen, where four more bodies were 
born and each one had a bedroom: a master bed-
room, a children’s room, a dining room and a living 
room. They were made of fiberglass modules placed 
one on top of the other to form the ceiling, the floor and 
the wall because the two remaining walls were win-
dows. the whitewashed exterior was synthetic, and 
the sides of each wing were of pure glass, bathing the 
interior in the sunlight or the light of the moon. in es-
sence, the concept of design was to inhabit the space 
between the curves in shell made up of an airplane 
wing, designed as a lightweight kit of parts to mini-
mize construction time and materials in a modulated 
way to the habits of everyday life. monsanto house of 
the future was designed with the premise in mind that 
could go anywhere and expand infinitely, in a place 
that could come and go, the structure can be removed 
from the ground if need be. the New york times re-

porter considered the MHOF a little “claustrophobic” 
for the man in the house, but for the woman, it was 
considered a dream come true. the mhof was creat-
ed to symbolize the “plasticity” of the freedom that the 
construction industry could one day provide, but in the 
end its structural integrity proved to resist the rhetoric 
of its fantasy form.

behind mhof’s plastic concept, and if we look care-
fully at the plant, where we see that the kitchen is in 
the center of the house, making the woman the main 
figure, we can see how the construction of many hous-
es was influenced by gender differences. Even in her 
own ad on “Monsanto House of the Future,” one can 
see that the female figure only appears in places like 
the kitchen and the dining room, while the male figure 
appears in the living room and even in the bathroom, 
showing Communicate with the guest. We can find 
this kind of organizational thinking in the designs of 
different modern architects, such as adolf loos archi-
tecture.
the interior space becomes the place of spectacle 
where the actors and spectators are the same - the in-
habitants themselves. adolf loos compares his archi-
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tecture with the way men dress unlike women, dress 
discreetly without attracting attention. he believes that 
modern architecture, especially the architecture of the 
house, should look the same. in the book “sexuality 
and Space”, Beatriz Colomina contributes with an 
analysis of representations of house projects. 
it explores how these houses are photographed, and 
some of the ideas that inform them, establishing how 
these utopian and perfect rooms are, paradoxical-
ly, theatrical ensembles for dramas of domestic life. 
there is an implicit contradiction between the dream of 
the perfect space architect and the current confusion 
of daily life. the woman is always positioned as hidden 
and inside, the object of the male gaze. also beatriz 
colomina examined and discussed villa müller, who 
focused on the relationships between sexuality and 
space within the structure. rehearsal of colomina, the 
split wall: National voyeurism, discusses the possible 
purpose of the opaque and covered loos windows 
in the house. colomina includes loos’s idea of a the-
ater box that could mean power and control inside 
the house, according to colomina. loos designed an 
elevated seating area that colomina interprets as the 
theater box as well as the “female” space because of 

its domestic character. in addition, colomina suggests 
that the “female” space is considered private and con-
trasts with the “male” public spaces of the house. The 
theater box draws attention to itself, and at the same 
time the occupant of the box is looking out, the person 
looking at it sees the most intimate space. 
Therefore, the person in the theater box is objectified. 
in the moller house, the organization of the living room, 
with a sofa set against the window and that although 
you cannot see the window, your presence is strongly 
felt. the shelves that surround the sofa and the light 
coming from behind suggest a comfortable corner to 
read. a sense of security is produced by the position 
of the sofa, the placement of its occupants, against the 
light. anyone who, climbing the entrance stairs (itself 
a rather dark passageway), enters the living room, it 
would take a few minutes to recognize a person sit-
ting on the couch. on the other hand, any intrusion will 
soon be detected by a person occupying this area, 
just as an actor who enters the stage is immediately 
seen by a spectator in a theater box.
comfort in this space is related to intimacy and con-
trol. the theater boxes in the houses moller and muller 
are spaces marked as “feminine”, the domestic char-
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acter of the furniture contrasting with that of the adja-
cent “male” space, the libraries. In these, the leather 
sofas, the tables, the chimney, the mirrors, represent 
a “public space” inside the house, the office and the 
club invading the interior.
“the raised alcove of the moller house and 
the Zimmer der dame of the muller house, 
on the other hand, not only overlook the so-
cial spaces but are positioned at the end 
of the sequence, on the threshold of the 
private, the secret, the upper rooms where 
sexuality is hidden away. in the intersection 
of visible and the invisible, women are plac-
es as the guardians of the unspeakable. “ 
(colomina, 2004, p. 81-82)

the strategy of physical separation and visual con-
nection, of “framing,” is repeated in many other Loos 
interiors. the openings are often exhibited by curtains, 
increasing the effect of stability. it should also be not-
ed that it is usually the dining room that acts as stage 
and the music room as space for the viewers. what 
is being framed is the traditional scene of everyday 
domestic life. (ct. colomina, 1996, p.76-81)
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home at war

“[t]he domestic has always been at war. 
the battle of family, the battle of sexuality 
[…] the ecological battle [...] [t]he house 
is a military weapon, a mechanism within a 
war where the differences between de-
fense and attack have become blurred.“  
(colomina, 2006, p.296)

through the entry of the television, everybody of us 
can now bring the front directly in his own living room. 
with the media new kinds of thinking about space 
was generated, in former times this new thinking was 
caused by wars. During the first World War telepho-
nes and radio played a crucial role on the battlefield, 
later these technical achievements were domestica-
ted. of course, this technical entering already trans-
formed the relationship between inside and outside, 
between private and public, but also near and far. (cf. 
colomina, 2005, p.298)
one can even say that modern architecture was in 
many ways, a product of the first World War.  Archi-
tects started to create a space, where the boundary 
between inside and outside became fluently. Or to 
express it in le corbusiers words: 
“Le dehors est toujours un dedans” 

[the outside is always an inside]
(le corbusier, 1927, p.166)

moreover, through the internet the boundaries get 
blurred even more, now everybody is able to see from 
its laptop the newest events happening around the 
world. 

but this possibility not only brings positive, after the 
continuous flood of pictures of starving and death 
children, or bloody soldiers, the human gets a first 
shock but then the collective oblivion follows, at least 
when the interest of the media stops – out of sight, 
out of mind. 
according to psychologists this is because one 
becomes adjusted, by seeing anything often enough, 
consequently the relevance gets lost. this automatic 
and unconscious process is called: habituation. (cf. 
http://bit.ly/2s0hvqg) 

with these phenomena, the american artist martha 
rosler deals in her work. starting with her “bringing 
the War Home” series, which she created in the time 
from 1967 until 1972, right up to her current series of 
“Bringing the War Home: House Beautiful” accrued 
between 2004-2008. 
the main concern of rosler is always a critique on 
society and how women are positioned in it, media 
and of course war. No matter if it is the vietnam, gulf, 
afghanistan or iraq war. 

„our mode of economic organization, in 
which people seem less important than the 
things they produce, prompts us to stand 
reality on its head by granting the aura of 
life to things and draining it from people: 
we personify objects and objectify per-
sons.“
(rosler, 1979, p.5)

this clear quotation of the artist martha rosler, shows 
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obviously the intense connection, to marcuse’s “one 
dimensional man” and his criticism on capitalistic so-
ciety. in the following part martha rosler’s biography 
as well as several works of her are explained.

martha rosler 

martha rosler was born on july 29, 1943, brooklyn, 
New york, usa). she is an artist, theoretician and 
educator, with a critical voice in feminist speeches 
and also a member of the baby boom generation that 
emerged in the 1960s during the social and political 
turbulence where the cold war was attacked on 
several fronts.
rosler works in video, photo-text, installation and 
performance, as well as writing about art and culture. 
but it is with photo-text and photo-collage that the 
artist works the most, being many of his most famous 
works done through this method.  rosler‘s work is 
centered on everyday life and the public sphere and 
often addressing the issue of women with recurring 
media and war concerns as well as architecture. 
Martha Rosler in „Semiotics of the Kitchen,“ reflects 

her long interest in the female subject‘s position within 
patriarchy, uses humor in this parody of culinary 
shows to address the implications of traditional fema-
le roles. rosler has produced an already well-known 
photomontage set, in which collages photographs 
of magazines with representations of ideal homes, 
producing a single incongruous image as a way of 
highlighting a false disconnect between these two 
public discourses.
in house beautiful: bringing home war, c.1967-72, 
for example, a series produced at the height of the 
vietnam war, rosler combined images of vietnamese 
civilians and us soldiers with those of pristine dwel-
lings. rosler distributed photocopies of these works 
to the anti-war community and published them in 
„underground“ periodicals. (ct. http://bit.ly/2qvu64b)

„bringing the war home“

focusing more on the second work of martha rosler, 
“Bringing the War Home” (1967-1972) is a series of 
photo-collages that juxtaposes idyliic catalogue sce-
nes with photos from the vietnam war. (ct. http://www.
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martharosler.net/reviews/cottingham.html) both the 
war images and the domestic interior’s were collected 
from issues of life magazine, in jarring juxtapositions, 
pristine living rooms and safe kitchens are “invaded” 
by the perpetrators, refugees, and bloody landsca-
pes of war. aside from exposing the kitchen as a 
battlefield, Rosler’s photomontage seem to link wo-
men’s oppression directly to militarism and overseas 
imperial adventures - but also it raises thousands of 
questions. who is the enemy? who is innocent? who 
shall be acquitted of guilt and responsibility in times 
of war? (ct. http://bit.ly/2t6kgqx)
rosler‘s montages raise questions about the 
connections between advertising, journalism, politics, 
sexism, violence, and reconnect the two sides of life 
that have been falsely separated - distant wars and 
america‘s living rooms - exposing powerful relations-
hips between media representation and public opini-
on, advertising and politics, sexism and violence. 
“the vietnam war montages re-connect 
experiences in life that have been falsely 
separated — a distant war and the living 
rooms of america — exposing powerful re-
lations between media representation and 

public opinion, advertising and politics, 
sexism and violence.” 
(rosler, 2007, p.2)
“...i began making agitational works ‘about’ 
the vietnam war, collaging magazine 
images of the casualties and combatants 
of the war -usually by noted war photog-
raphers in mass market magazines- with 
magazine images that defined an idealized 
middle-class life at home. i was trying to 
show that the ‘here’ and the ‘there’ of our 
world picture, defined by our naturalized 
accounts as separate or even opposite, 
were one.” 
(rosler, 2007, p.1)

during the cold war, the ability of american citizens 
to buy needed items and luxury items was essentially 
associated with the defense of capitalist systems. 
the need to support capitalism was translated into 
an ideology of americanism in which the viability of 
the nuclear family, the ability of citizens to own their 
own home, gender differentiation and consumption 
reached the first level of importance. (ct. ampe, 2012, 
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fee machine. the book, could be a cookbook, espe-
cially when considering objects around it, which indi-
cate a preparation of a repast. A vase of fresh flowers 
is placed on the back desk of the kitchen, just below 
some closed hanging lockers, which are painted in a 
shiny white color. (ibid. p.16) a strange mood, is con-
ferred in this image by the two soldiers, who are inva-
ding this happy and perfect domestic space, they are 
dressed completely in camouflage fatigues and seem 
to investigate the floor in the corridor, which is visible 
in the back of the picture. the insertion of the soldiers, 
in this domestic surrounding should refer to the war in 
vietnam. (ibid.) Nevertheless, martha rosler is doing 
more than just criticize the american involvement in 
vietnam. she is also criticizing the ideology, which is 
proceeding from the Cold War and had a huge influ-
ence on the domestic sphere. the involvement in viet-
nam raised a great amount of civil and social protest 
movements, as well as to numerous antiwar protest in 
america. the fact that rosler uses images of a house 
that symbolizes prosperity disallows the idea that 
capitalism could erase class differentiation through 
consumption. (ibid., p.19)
“through the use of the domestic space of 
the american home as the locus for plac-
ing images of military action in red stripe 
kitchen, rosler critiques the ideology of 
americanism by revealing the inadequacy 
of homeownership for safeguarding the 
american people from instability, and as a 
corollary of the  inadequacy of the promise 
of liberal capitalism. rather than protecting 
the family from the insecurity of the outside 
world, the domestic space has literally 
been invaded by military personnel.”  
(ampe, 2012, p.19) 
moreover, rosler’s artwork could be understood as a 
critique in consumption. simultaneously, with the rising 
of the suburban evolution, the dissolute consumerism 
also raised. this resulted, partly from the reutilization 
of technologies, which were developed during world 
war ii for the domestic sphere. consumption as free-
dom was used as a way to market capitalism and ex-
port the population to the world. (ibid., p.20)
“[…] modern architecture borrowed – or 
perhaps “recycled” is a more accurate 
word – the techniques, materials, and 
ways of doing that were developed for the 
military. postwar architecture was not sim-
ply the bright architecture that came after 
the darkness of the war. it was the aggres-
sively happy architecture that came out of 

p.34-35)

This ideology is specifically relevant in the analysis 
of red stripe kitchen and balloons. they question 
domesticity as an emblem of successful capita-
lism and question the values that underpin military 
engagement as a defense of capitalist systems. 
Domestic interiors consist of order, security, affluence 
and freedom in the field of consumer choice, which is 
interrupted and destroyed by the insertion of combat 
images. 

„red Kitchen“

by having a look at martha rosler’s work red stripe 
Kitchen, the first impression the observers get, is of 
a light and cheerful kitchen. the focus in it is on the 
workspace of the kitchen, which is in the center of 
the image. on the right side, below the counter, some 
barstools are positioned in a row, which gives the im-
pression of a gathering space. on the one side, the 
counter precludes the viewer to from the center part 
of the kitchen, but at the same time, one might get the 
impression, that the stools as well as their placement 
invite the viewer to enjoy the food, which is produced 
in there. this meaning of a gathering induces an 
appreciation of this room, the kitchen as the heart of 
the home.  (ct. ampe, 2012, p.15) 
it is conspicuous that the most applied colors in this 
picture, are red tones and white, with some lower ac-
cents of grey, like for example in the stripe along the 
back wall, as well as wood, directly in the front and 
in the wooden barstools, which are placed under the 
counter. the usage of this colors and materials, cater 
for the impression, that the house is very modern. the 
placed items on the counter, have a very bright red 
color, like for instance the dishware, moreover there 
is an opened book and cutlery as well as a partly fil-
led coffee machine. the book, could be a cookbook, 
especially when considering objects around it, which 
indicate a preparation of a repast. 
it is conspicuous that the most applied colors in this 
picture, are red tones and white, with some lower ac-
cents of grey, like for example in the stripe along the 
back wall, as well as wood, directly in the front and 
in the wooden barstools, which are placed under the 
counter. the usage of this colors and materials, cater 
for the impression, that the house is very modern. the 
placed items on the counter, have a very bright red co-
lor, like for instance the dishware, moreover there is an 
opened book and cutlery as well as a partly filled cof-
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the war, a war that anyway was ongoing as 
the cold war. the new form of domesticity 
turned out to be a powerful weapon. ex-
pertly designed images of domestic bliss 
were launched to the entire world as part 
of a carefully orchestrated propaganda 
campaign.”
(colomina, 2008, p.12)

by using pictures from famous media sources, rosler 
directly refers to the huge significance of consump-
tion in the ideology of americanism. (ibid.) so ros-
ler’s artwork is a certain critique on consumption. she 
uses pictures who refer to consumption, as a possib-
le method, to show the weakness of the ideology of 
consumption as freedom. furthermore, the connection 
of the cold war and consumption, urges the use of 
domestic space as a place for the penetration of mili-
tary images, but also it supports gender differentiation, 
which raised and get popular during cold war. (ibid., 
p.22) 
The inflexibility of gender differentiation and control 
within the domestic space, is rooted in the cold war 
images of housewives. the return of the women to 
their home again and moreover their role as consu-
mers was crucial the triumph of american capitalism. 
(ibid., p.23) 
beyond, the ideology of the cold war had to led to a 
differentiation between the capitalism and the commu-
nism, which was reinforced by the emphasis of gender 
differentiation. the housewife was the receiver of all 
benefits of technological gadgets and luxury items, 
she was a convincing figure in the ideological battle. 
(ibid.)

“balloons”

the inclusion of combat images in the home inter-
rupts the implicit security of the domestic space of 
the family home. in disrupting this security, rosler 
interrupts not only domestic security encouraged by 
governmental ideology, but also denies the presu-
med effectiveness of extending american social and 
political systems to foreign nations. (ct. ampe, 2012, 
p. 24) 
this interruption of security in the domestic space is 
observed through the image „balloons“, of the project 
„beautiful house bringing the war home“. the moder-
nist house serves as a backdrop for the image of a 
vietnamese woman with a baby on her lap bleeding 
as she climbs the stairs. the emotional and physical 

trauma of this image denies any proclamation by the 
us government that intervention in vietnam served to 
benefit Vietnamese citizens.
Obviously, a female figure is not obtaining any gain 
from the assumed spread of liberal capitalism in this 
image. the woman is positioned within an elegant 
modern interior where you can cleary see the trap-
pings of freedom caused by  consumption. these 
include single-family home, high priced furniture, 
and even facets of the nuclear family’s importance of 
parenting can be seen, represented by the bunch of 
ballons in the back corner. (ibid. p. 26) in describing 
the supposed enemy in a way that is a connection 
with the spectator, rosler fundamentally interrupts a 
supposed need for us military intervention not viet-
nam and also confuses as rigidly separate domestic 
and foreign spheres.
rosler‘s critique on political and social ideology is 
noticeable in both artworks, the red stripe kitchen 
and the balloons. the interiors disclove the peak of 
the American dream at the first sight. They show the 
requested domestic sphere, which is promoted by 
the dominant discourse. both artworks show modern 
and domestic interiors, that the viewer could imagine 
inhabit by its own. they visualize the imagination of 
success and fulfillment of the American dream, under 
the capitalistic democracy. 
(ibid. p. 28)

“bringing the war home”

in this photomontage, rosler uses cut pieces in mag-
azine ads. a black and white image of a woman, with 
typical haircut and dress from the late 1960s, cleans 
the golden colored curtains. a vacuum is hung on 
the left shoulder while his hand pulls the curtain to 
make it tense. his right hand dragged the long hose 
attachment vertically through the fabric as it worked. 
the far right depicts the other side of the curtains, 
framing a window in which we see the war scene in 
black and white. Large boulders fill the space in the 
center, where two fully equipped soldiers are wearing 
helmets. stuck in a moment of rest, one cigarette 
is smoked while the other looks at something in the 
distance. their machine guns rest behind them and 
a gray and menacing sky weighs overwhelmingly 
above.
this work is one of twenty pieces of the rosler’s 
house beautiful series: bring the war home (c.1967-
72) created during and influenced by the Vietnam 
War. It was the first war in history that was literally 
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brought to the homes of the american people through 
the revolutionary new television set from which their 
horrors could be witnessed daily. it has often been 
described as a “living room war” - a description 
laden with a strange poignancy, which illuminated the 
concern of a nation that lived its daily lives and with 
consumerist concerns, making television just another 
form of entertainment Nocturnal.

this work is an important example of rosler’s role in 
multiple historical art movements. his presence on 
the pop art scene is clear here through the re-use 
and reinterpretation of popular culture images, news, 
home decor and home cleaning magazines. she also 
shows her aggressive vein activist. as the typical 
view of the american war family was shaped by 
media images, we have come to realize that rosler’s 
compositions urge the viewer to consider the power 
the media has in shaping the politics view. simul-
taneously, there is a feminist element to the work, 
as it comments on the robotic worldliness of female 
domestic work amid the global upheaval. the idea 
that women strive to keep the house beautiful while 
the tragedies of war are ubiquitous presents a surreal 

image about what we consider important. recogniz-
ing the potential for manipulation in the photographic 
medium, rosler once stated:
“any familiarity with photographic histo-
ry shows that manipulation is integral to 
photography.”
(rosler, http://bit.ly/2sgh7jj) 

during the more than 30 years between the vietnam 
war series and the new series, created in response 
to the current us occupation of iraq, rosler has 
become one of the most respected and incisive 
cultural critiques of contemporary art. rosler also 
knew how the “news value” of politically motivated art 
is eventually “replaced by a mythologized and uni-
versalized message.” People can look at the works of 
the vietnam war now and see universal messages. in 
the images of iraq, rosler revives the previous issues 
and updates them to reflect on the latest technologies 
and fashions as new perpetrators and victims, the 
places (baghdad, saddam’s palace) and the faces 
(george and jeb bush, lynndie england, muktada 
Al-Sadir) are specific to this conflict. Scenes from this 
war are not limited to viewing outside the picture win-
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dow or the flat-screen TV - they have erupted on any 
available surface of the domestic sphere and even of 
our individual life.

the places (baghdad, saddam’s palace) and the 
faces (george and jeb bush, lynndie england, muk-
tada Al-Sadir) are specific to this conflict. The scenes 
from this war are not limited to viewing outside the 
picture window or on the flat screen TV - they have 
erupted on any available surface of the oven, pillow, 
mirror, book cover and frame for the omnipresent cell 
phone screen. rosler connects our current obsession 
with digital cameras and cell phones “at home” with 
a cultural disconnect from the “distant” effects of war. 
but iraqi images - especially those that incorporate 
photos of the abu ghraib prison - also expose the 
role that this technology (and the internet as a means 
of distribution) has played in the lives of combat-
ants and victims, and how these particular pictures 
shaped perceptions exclusively this war around the 
world. see the two series shows how the evolution 
of the media of newspapers and television during 
vietnam for computers and mobile phones in the 
conflict in Iraq has redefined our sense of time and 

space, further hindering the traditional boundaries 
private and public between inside and outside, us 
and them. in both series, rosler’s interrogation of the 
interconnectedness of domesticity and war led her 
to focus on the representations of women and the 
space of the house as a place of political engage-
ment - with each room another type of battlefield 
in terms of class and gender inequalities. female 
bodies that rosler revisits and connects with the war 
policy mean a number of realities and roles: victims, 
workers, rebels, oppressors and seducers. in several 
images, rosler contrasts strategically the domes-
tic work of women with the “work” of the soldiers. 
occasionally, iconic personalities are included, but 
not often described the individual who is the subject 
of rosler’s work, but the mixed picture of female and 
what is repressed, suggested or exposed by their 
appearance and action. despite the many changes in 
the world since 1967, meeting with rosler’s bringing 
war home series in 2007 not only demonstrates the 
enduring effectiveness of photomontage practice to 
engage viewers as citizens, but the occasion also 
confirms the continued urgency of Subjects. As one 
critic observed by seeing examples from both series 
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(ct. worcester art museum, 2007, p.2-3)
 “[... ] if the older series have not dated a 
bit in 30 years, that is both a triumph and 
a defeat for an artist who has always had 
change on her mind.” 
(rosler 2004, http://bit.ly/2rjgakr)

“Gladiators”

in gladiators, one of rosler’s more current works from 
the iraq series, the civil middle-class home is not 
only affected by an invasion, its interior has become 
inseparable from the disorder outside. (ct. http://bit.
ly/2t6kgqx) it seems that the boundaries between 
inside and outside blurred or are even not there 
anymore. in the living room of the home, a framed 
artwork is hanging, it shows a photo of covered in 
blood iraqi civilians, who are lying on a pile. martha 
rosler wants to indicate therewith, that we are living 
with the war in our home, our living room, daily in our 
lives without really seeing it.  the calm ambient of 
the residence is shattered by a police officer, who is 
apparently arresting a man, he could be a member 

of the household, while heavily armed soldiers put a 
search and destroy mission in execution through the 
living room. the fact that, one of the soldiers is raising 
his automatic weapon towards the viewer, should re-
mind one that the war has now coming home. (ibid.)
the observer gets the impression that many battles, 
and not even from the same century, which is re-
cognizable by the gladiators in the left window, are 
taking part in its living room. in the right window, a 
completely different scenario: soldiers are walking on 
burnt ground. the sky outside is overlaid with traces 
of explosions. For the observer, it is hard to figure 
out, what is inside and what is outside, it seems that 
the boundaries are blurred and no real separation is 
visible anymore. it does not matter if army, gladiators, 
policy or anything else, violence has completely 
taken its entry into our most intimate area, our home. 
martha rosler exerts in this work an obvious critique 
on the media, which overloads us with its constant 
and aggressive images. 
the soldiers could be seen as the modern gladiators, 
who are in our time and were in the roman empire 
professional fighters. Their duty is to protect the coun-
try and the people, in this case the soldiers protect 
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the private home. although the war is not taking place 
in our lining room, television and internet are bringing 
the front directly in our most private place: our home.
in contrast to the bloody and aggressive mood of 
persons, is the interior of the living room: with white 
walls, a white couch and a white carpet, all these 
objects have the color of innocence. this signalizes 
that the owner of the house has nothing to do with this 
aggressive mood around him. on the carpet, even 
books and a flower is placed, this triggers a certain 
confusion and discomfort. flowers symbolize love 
and live, but in the surrounding hate and violence 
dominate.
moreover, it seems almost as if the resident of this 
house is completely unimpressed by the occurrence 
around it. this apathy shows a huge problem in our 
society, and is therefore a critique of rosler on it. 

“Photo op”

“Photo Op” is another work of Martha Rosler, from 
her new “Bringing the War Home: House Beatiful” 
series. (ct. http://bit.ly/2rNs0ok ) in the foreground of 

the picture one can see a woman taking a selfie of 
herfself. The figure of the woman is taken from a Mo-
torola advertisement. she is wearing a short skirt and 
a tight dress. Obviously, this figure was reproduced, 
so the image of the woman is twice in the collage. 
again, this work contains situation, as if one is moving 
through the time. almost disconcerting seems the 
fact, that the picture of the woman on her phone is 
not her, but a stranger, a different man. Questions 
like: is she taking a picture of herself? or is she taking 
a picture of someone else? raise in the head of the 
observer. the phone is surely facing the wrong way 
to be taking a picture of herself, but she looks like she 
is posing.
her interesting facial expression is almost sexualized, 
and certainly exuberant, one cannot really divine the 
mood of the woman. of course, the woman in “photo 
Op” stereotypes feminity, at least how commercial 
represent women, in tight pink dresses, skinny and 
beautiful. she does not really care about the doings 
in the background, instead she seems to be more 
engaged in herself. the scale is another interesting 
conspicuity here, the woman, not that there is two of 
her, making it already firmly lodged in the unreal, but 
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she is also much bigger than her copy.
the surrounding is very modern, sleek and clean and 
as already in “Gladiators”, the furniture is white: the 
color of innocence.  through the windows one can 
see lots of fleshes and explosions, the color of this is 
very dominant here, nearly unnatural. Around the fire, 
the observer can notice silhouettes of men, soldiers 
and firefighters. Certainly, the contrast between these 
two situations is remarkable here, the innocent and 
calm white in the inside and the glowing orange fire, 
which stands for danger and destruction, in the out-
side. but the boundaries between inside and outside 
blur again, the huge panorama windows in the living 
room allow an undisturbed view outside, the window-
pane is not even remarkable. Added to this the flower, 
who are positioned on the table in the living room, 
have the same color as the burning fire outside. She 
implements various contrasting elements to reveal 
two extremely different sides of modern human 
experience, yet displays them next to one another at 
the same time in order to illuminate a relation between 
the two.
but the most disturbing fact, in this photocollage are 
the two dead girls lying on the chairs in the back-

ground. this unsettling situation gets reinforced by 
the fact, that the dead bodies of both children are 
lying on modernist-style chairs. one girl is displayed 
in color and the other one in black and white. the 
fact that in this domestic surrounding, dead and 
bloody children are positioned, clearly shows that 
violence do not passes children, neither war nor 
domestic violence. moreover, it is terrifying that the 
woman does not even care about the two girls, she 
looks away, dedicates oneself to herself and fades 
everything around her out. despite the violence going 
on behind her, she just continues to live their lives as 
she normally would. she is sheltered in the comfort 
of her chic and fashionable living room, separated 
by its walls and unused window, which symbolize the 
fact that although westerners seem directly unaffect-
ed by tragic outside events, they have become too 
self-absorbed and obsessed with personal issues to 
be concerned with the human agony and decadence 
going on all around them. the chaos and destruction 
of the outside world is distinguished from the orga-
nized and artificial middle-class living room, while 
the image of the glamorous, untroubled, barbie-like 
females contradicts the fearsome violence and dev-
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astation outside and the subhuman appearance of 
the hopeless, dying women only a few feet away. the 
profits and innovations of the military-industrial com-
plex allow the more affluent and prominent western 
countries to continue living comfortably without fear 
of being assaulted by foreign and domestic enemies, 
while the luxurious lifestyle and the resultant apathy 
of the westerners allow world leaders to continue to 
get away with imperialistic genocide, perpetuating 
a vicious cycle and allowing it to fester until human 
existence decays entirely.

martha rosler manages hereby, a harsh critique on 
the predominant society nowadays, in which narcis-
sism and the constant ignorance towards others are 
dominating. our lives are perfectly normal despite 
the violence that affects so many soldiers and people 
living in the war zones.

“i want to open a space in people’s minds 
where they see that they can be active, 
intellectually and personally, rather than 
passive recipients of received ideas and 
prevailing worldviews. it is not answers i 

hope to provide but questions, questions 
for people to take home and think about.”
(rosler 2013, http://artnt.cm/2sdwZlf)
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the crisis of belongings

“with a stranger sleeping on your couch; 
inside the boxes at the storage facility; 
surrounded by the information you share 
in the cloud; after clearing at the airport; 
where your passport allows you to reside. 
Being at home entails different definitions 
nowadays, both within domestic settings 
and in the spaces defined by national 
boundaries under contemporary regimes 
of circulation.” 
(oslo triennale, 2016)

considering nowadays the „traditional nuclear family“ 
changed. but still it plays a huge role in our soci-
ety. the oslo architecture triennale 2016 designed 
objects, spaces, and territories for a transforming 
condition of belonging. it is subtitled “a triennale 
in residence, on residence and the ways we 
Stay in Transit” — so, the sharing economy, Airbnb, 
migration, refugees, transit camps etc. all of these are 
exciting topics that dominate not only the headlines 
but also how we live today. (cf.http://bit.ly/2s4Na5r)
a group of architects, curators and scholars based 
in New york and rotterdam composed by lluís alex-
andre casanovas blanco, ignacio gonzález galán, 
carlos mínguez carrasco, alejandra Navarrete llopis, 
and marina otero verzier, show contemporary condi-
tions of domestic life, questioning the notion of fixed 
residence and location-based identities. (cf. http://bit.
ly/2szwwoZ)
the global circumstances, information, and goods 

has destabilized what we understand by residence, 
questioning spatial permanence, property, and identi-
ty, this led to a crisis of belongings. 
the triennial curators, describe this condition with the 
term “after-belonging”. Primarily they talk therewith 
about the end of the affiliation, but they also refer to 
private property, which also plays an increasingly 
minor role in our everyday life. thus, this theme is a 
central point in our lives, because at least in the 20th 
century, the western societies were organized by 
property and belonging and of course architecture 
played a major role in these processes. consider-
ing, the collective housing forms such as those of 
the workers’ settlements, which were connected by 
affiliation and social status, or the one family house, 
which was a vital element of the economic miracle 
as a promise as well as an economic liability. beyond 
that, political prosperity is still organized according to 
territorial and state affiliation, which also decreasingly 
sense, facing the omnipresent transnational mobility. 
(cf. http://bit.ly/2txb2vr)
possible negative consequences of “after belong-
ings”, such as the disintegration of the political 
sphere, seem to be obvious. but is this all negative or 
are there also positive implications? 
within the framework of the conference, which took 
place at the opening of the triennale, at least the oslo 
social anthropologist thomas hylland eriksen re-
called that the state of stability, as it was prevalent in 
the 20th century, must be regarded as an exception 
in the history of mankind.  so, the ruling classes and 
the manifestation of life is rather unusual. whereas as 
normality, the eternal wandering has to be regarded, 

what about Now?
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which not only questions concepts such as affiliation 
and homeland, but it also means that we are capable 
of dealing with instability in all difficulties. The histo-
rian of architecture reinhold martin, who teaches at 
columbia university, also noted at the conference 
that affiliation and property at the same time always 
produce constraints and exclusion, and that “belong-
ing” is not only a positive concept. (ibid.)

“Pornified Homes”

The architect  andrés jaque, created for the triennale 
in oslo an exquisite, hd video, which name is “porni-
fied Homes”. It draws a connection between Victorian 
hothouse transplants and sex workers in contempo-
rary london, who exoticize themselves to increase 
their market value. 

“Pornified Homes” startets by explaining the biology 
of victoria amazonica a water lily, which was brought 
to britain from its originating country brazil in the 
1830s and made to flower on the Duke of Devon-
shire’s chatsworth property in a glasshouse, de-

signed by joseph paxton. (cf. http://bit.ly/2s4Na5r ) 
one of the main architectural efforts of the nineteenth 
century was to engineer hothouses or rather glass-
houses to adopt the sexualised specimens of exotic 
colonial territories into british homes. with modular 
productions, it was possible to be introduced the 
flower into upper-middle-class residential architec-
ture. (cf. http://bit.ly/2szvjh9)
many botanists regard the victoria amazonica’s repro-
duction as strange and primitive, but its adaptability 
has allowed it to expand over a tremendous terri-
tory in the amazon basin, as well as into cultivated 
environments in locations as far removed as brooklyn, 
helsinki, oslo, and miami. (ibid.) The flower can 
change its sex, it attracts a certain type of fly while 
the flower is white and female, the fly brings pollen 
from other flowers to pollinate. The water lily traps 
the flies overnight, the inside of the flower provides 
a warm, welcoming space where they can copulate, 
afterwards the flower turns pink and male in the 
morning and it opens up so that the flies can fly away 
with new pollen on their wings. the warm and com-
fortable environment of the floral chamber can host 
up to twenty beetles. in such a cozy and comfortable 
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interior, beetles find unfamiliar partners to copulate 
with. (cf. http://bit.ly/2s4Na5r)
then the video continues with the website “sleepy-
boy.com”, it is Britain’s number-one gay-escort site, 
where we audience can meet two brazilian rent boys, 
who are living in london. it should be added, that 
the number one keyword which is searched on the 
website, is: “Brazilian”. (cf. http://bit.ly/2szvjh9) 
over the last decade the website has been trans-
formed from a personal escort page to a platform that 
not only commercialize sex but also hosts in london 
an urbanism that articulates self-branding with ambi-
tious consumption. both young men, live in well-es-
teemed quarters, kensington and chelsea, this is 
important to reassure clients. In their tiny flats, which 
they barely can afford, bruno and rafael (the brazil-
ian men) have created “a secluded and sexualized 
backyard architecture of otherness,” capitalizing their 
brazilian exoticism to hoist themselves out of poverty. 
(cf. http://bit.ly/2s4Na5r)rafael thinks that his clients 
expect a “hot blooded Brazilian”, when they hire an 
escort, so he fulfills their expectations. His clients 
assume that, brazilians only think and talk sex. ac-
cording to rafael, everybody fancies “sexy, wealthy 

people.” When Rafael arrived in London, he lived in a 
large apartment he shared with many other escorts. 
he believes that the way to emancipate himself from 
brazil’s working-class economy is to surround himself 
with rich people. his goal is to rent a big apartment 
soon, so that he can quit escorting and instead sublet 
rooms to young brazilian escorts.
Brunos profile on Sleepyboy.com presents him as a 
brazilian man available for paid sexual meetings in 
his apartment. while dancing at the carnival, when 
he was living in brazil, someone invited him to move 
to london. arrived there, he married a british lawyer, 
with his help, bruno also learned english. in the mov-
ie, the spokesperson explains that he also has many 
cellphone: one to communicate with his clients in the 
uk and germany, a second one for storage and to 
play the music he uses for dancing and a third one is 
for contacting his mates and relatives in brazil. in this 
way, sex clients, dancing, and the relatives in brazil 
remain independent areas. (cf. http://bit.ly/2szvjh9) 
a suitable solution nowadays, where durable belong-
ing is barely important anymore. as well as rafael’s 
clients, brunos client’s think that brazilians are inher-
ently exotic and sexy.
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“The film examines the constellations of 
online male prostitution, and the trans-na-
tional, transmedia architectures that enable 
them to exist. this urbanism of coordinated 
escort apartments, online profiles, district 
transformations, and bodily reconstruc-
tions was founded on the colonial tradition 
by which amazonian ecosystems were 
comprised and mobilized as exoticized 
components of domestic environments.” 
(2016, http://bit.ly/2sxjh2o)

This is one of the ways that “we stay in transit,” to 
cite the oslo triennale’s subtitle. bruno and rafael 
plan is to escape out of their “greenhouse” one day 
to reach more, something better, just like the founder 
of sleepyboy.com, a former rent boy who is now a 
millionaire. (ct. http://bit.ly/2s4Na5r)

and as well as the victoria amazonica, bruno and 
rafael also made their way to england, as exotic and 
sexualized “beings” to live in upper-middle-class 
residential architecture.
but the interesting fact here is that, apart from the 

fact, that this story shows the adaptability of us and 
our homes nowadays, it also points out how usual 
pornos had become in everyday live. 
Moreover, “Pornified Homes” displays kinds of nation-
al fetishes, that are evinced through this research on 
online escort services.

“Selling dreams”

this fetish is also that, what is the next project “selling 
Dreams” about. It is a another contribution to the 
triennale 2016 in oslo, a short movie by ila bêka and 
louise lemoine. the franco-italian duo of directors 
worked together over the last 10 years, the main 
focus was a research on experimenting new narrative 
and cinematographic forms relating to contemporary 
architecture. even the metropolitan museum of art in 
New york called the duo as one of the “most exciting 
and critical design project of the year 2016”, the 
complete work of bêka & lemoine has been acquired 
in 2016 by the moma for their permanent collection. 
(ct. http://bit.ly/2tdkxhy)
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through their movies, ila bêka and louise lemoine, 
bring the fascination with the picture into question, 
which covers up the building with preconceived 
expectations of perfection and infallibility. with their 
movies, the duo wants to show the vitality, fragility 
and vulnerable beauty of architecture, as people 
who actually live in and use the space, they were 
communicating with told them. ila bêka and louise 
lemoine intention is to talk about architecture and let 
architecture tell its story to the audience, in both ways 
personal and subjective. (ibid.)

The 25-minute-long film “Selling Dreams” by the pre-
vious described duo, tells the story of a man called 
Mark, a former revenue officer, who as a short-term 
tenant loses his previous life and his wife, only to get 
into a vortex full of false identities. 
“i am selling dreams. short dreams. cus-
tomized dreams. you cannot say it’s busi-
ness. For me it’s just… I fulfill a desire.”
(beka & lemoine, 2016)

Home sharing platforms, like for example “Airbnb” 
changed his life completely. he describes his story 

by its own, it all started thereby, that mark shared his 
home on a house renting platform on the internet, 
because he and his wife wanted to earn some extra 
money. after a short time, they decided to mount 
some cameras in their rented house, to see what the 
visitors are doing: the result was for both, mark and 
his wife, extremely interesting. the people, renting 
the house, wore the clothes and even the underwear 
of mark and his wife. so, this secret observation of 
guests in their house, became a passion their started 
to pursue every saturday evening in a hotel room. to 
watch strangers having sex in his own bed, became 
a fetish for mark.      
he exchanged his usual life and home, to a rather 
unusual and adventurous life experience. Now mark 
is buying stereotypical apartments and creating fake 
identities therewith, to later rent out these flats, but he 
instead is living exclusively in hotel rooms, changing 
his address every day. thereby mark is pushing the 
home sharing system to its extreme, he describes it 
in its own words “I’m selling dreams” for people who 
are looking for the real scandinavian experience. 
to reach these expectations, he rents out his before 
bought apartments with its faked identities, like a 
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tailored suit, for every single requirement. it does 
not matter if mark he pretends to have a harmonious 
small family or a gay couple, he masterfully changes 
his role and slips into another role, while everything in 
these apartments are perfectly right down to the last 
detail. (cf. http://bit.ly/2txb2vr )the host explains how 
he uses staged photos to create false identities in 
order to make their homestay guests feel like they’re 
having a more “authentic” travel experience.
with this initial self-experiment, he found a new form 
of freedom combining a high level of material detach-
ment with a maximum of mobility. 

as well as bruno and rafael, the brazilian men from 
the movie “Pornified Home”, Mark slips into different 
roles and adjusts his home to requirements of others. 
besides, both examples show a certain kind of a 
fetish.  

The impact of “Airbnb” and other home sharing 
websites on our holidays as well as on our everyday 
life is just one example. As recently clearly defined, 
nowadays social spaces lose their borders and only 
a few aspects of our lives appear to be permanently 
stable. on the contrary, almost everything today is 
moving and is flexibly organized as required, which 
also means that one cannot rely on anything: neither 
on borders or identities, nor on jobs and careers, not 
even on houses and interiors. (ibid.)

the new domesticity

as a in a way countermovement, to the increasing 
flexibility, mobility and adaptability nowadays, the 
term “New Domesticity” manifested. Emily Matchar, 
who actually defined this phrase focuses in her book 
“Homeward Bound” on the resurgence of domestic 
craft in the first decade of the twenty-first century. 
although women in their late twenties who bake 
bread and raise chickens appear to be old-fashioned, 
matchar argues these practices are actually products 
of a generation’s “longing for a more authen-
tic, meaningful life in an economically and 
environmentally uncertain world”.  
(matchar 2015, p.5)

most of them are inspired by lifestyle blogs and 
websites such as etsy, these modern homemakers 
are leaving corporate workplaces to become the 
worker in their own homes. (ct. matchar, 2015, p.73)  
websites like for example pinterest have become 

crucial in the new cult of domesticity. over 80 percent 
of Pinterest users are female, and pin boards filled 
with floral arrangements and perfectly styled table 
covers might be more tyrannical than inspirational, it 
nearly seems that there is an ever-growing pressure 
on women to create their homes a perfect place of 
rest and repose in this hectic world. (cf. http://bit.
ly/2sh7zcm) 
People who participate “New Domesticity” view their 
lifestyle as both, as a rejection of the consumerism 
of the 1990s and as the homemaking of the 1950s. 
but rather than being bounded by an exclusionary 
workplace, they see the new domesticity as a choice 
motivated by a concern for the environment and 
self-sufficiency. This choice is based on worries about 
the future, distrust of the government and an anti-con-
sumerism thinking. (ct. matchar, 2015, p.15) what is 
moreover especially here, is that these cultural anxiet-
ies are possessed by both genders, but still they are 
most evidenced in women, especially mothers. 
and of course, the nostalgia plays a huge role here, 
as one can see on vintage clothes and interior piec-
es, which are more modern than ever before. 
“our nostalgia for old fashioned home and 
hearth has transformed our food culture 
as well. who hasn’t tried canning jam or 
making their own pickles?”
(matchar 2015, p.2)

cooking, which was seen as a burden for a long 
time, is now more popular than ever before, some 
women spend their saturday nights rather with baking 
cupcakes and making pictures of them for their blog, 
then going out with friends. Walking through “hip” 
neighborhoods in cities, one can notice many more 
vegetable garden, then just a few years before. and 
how often one can see the words “handcrafter” or 
“old-fashioned” on menu cards in restaurants?
but also, handiworks like knitting, quilting and se-
wing, former associated with old grandmothers, are 
now favored among twenty- and thirtysomethings. 
many bloggers speak about  themselves as: “ […] a 
hipster housewife” 
(matchar 2015, p.3)

But this “New Domesticity Movement” is not only pop-
ular with women, it is admired with both genders.
in our time where nothing has a real belonging any-
more, this situation alludes anxieties on some people. 
concerning for example, climate change, uncertainty 
in jobs and constantly rising new scandals in the food 
industry. of course, this situation could look familiar 
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to someone, after the second world war the anxiety 
also created a domestic shelter, a safe haven and 
herewith the “Happy Housewife”. But the difference 
to nowadays is that, today this “domesticity-mania” is 
a phenomenon which is widespread among educat-
ed, progressive women.  (ibid., p.12) it seems that 
our profit-based society created this desire of young 
people, for a more simple, sustainable and meaning-
ful life.  
“[…] grown up in a culture where careers 
defined who you were, but all of a sudden 
career were harder to come by, and we 
were increasingly skeptical of their powers 
to fulfill us.” 
(matchar 2015, p.14)

New Domesticity seems to fulfill and vanish away the 
sorrows many people in our society share, for some it 
is just for relaxing after a hard day in the office, other 
try to achieve herewith a sustainable lifestyle. raising 
up by working baby boomer parents (ibid., p.5) who 
gleefully rejected domestic work, one could get the 
impression that this new generation do exactly the 
opposite of what their parents did.
it is certain, that the common feeling of a repulsi-
on and distrust towards governments and political 
institutions caused a shift in the domestic life. (ibid., 
p.16) because of this loss of trust in social, economic 
and environmental solutions this change happened. 
but another important reason which led to New 
domesticity was the world economy crisis 2008, one 
can say that this event added fuel to the fire. So “[t]
he symbolism around homemade items 
began to shift – if […] an apron was once a 
symbol of oppression, it was now a kitchy-
cool reminder of the joys of cooking.” 
(matchar 2015, p.45)

problematic could be this New domesticity, when 
women or men start to feel judged these days for not 
cooking enough, or for not cooking the right foods, in 
many food blogs it is propagandized to use organic, 
local and seasonal food. in an era of attachment par-
enting and diy baby food, the standard for a “good 
mother” seem higher than before. Despite the fact 
that today, women and men mostly enjoy equal right, 
in the western countries, reality is far behind policy 
and shows the continuing strength and influence of 
the ideology of domesticity. although this ideology 
is nowadays rather implicit then explicit, women still 
spend, on average, more hours than their male part-
ners with childcaring and other domestic activities. it 

is worrying, that New domesticity could make more 
work for already busy and stressed women. (ct. http://
wapo.st/2s51qvn)

but is new domesticity only a hobby or a retro fash-
ion, which is now popular and will get its end sooner 
as we can imagine? does this new trend mean that 
feminism failed? and is this incredibly modern or just 
a throwback?
the answer to these questions is multilayered one. 
on the one side, one can see New domesticity as a 
return to old traditions, a sign that feminism failed and 
young women just gave up. but on the other side, 
it can be seen as postfeminism, women can now 
decide on their own what they would like to do, it is 
not duty anymore, it is a choice.

as a conclusion, one should quote here the author of 
the book: “Homeward Bound” Emily Matchar:
“if history is any lesson, my just-for-fun jar 
of jam could turn into my daughter’s chore, 
and eventually into my granddaughter’s 
“liberating” lobster strudel. And as. . . de-
licious as that sounds, it’s not really what i 
want on my holiday table in 2050.” 
(matchar 2011, http://wapo.st/2tdrolk)
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as mentioned in the prologue, we had never thought 
of the topics covered as a set of effect and the 
connections between them in various ways. some 
questions emerged, such as 
“How did society change?”, 
“What were the consequences of these revolutions?”, 
“how did architecture itself change after these 
events?” 
and “how did your own family life and domesticity 
change with this new image of women before soci-
ety?”.

society is a process that is constantly changing. 
obviously, society has changed from the social 
revolutions that existed on many other factors that 
have consequently brought new mentalities, new 
rights, more gender equality through the important 
role of women in the fight for their rights, and even the 
architecture itself has transformed with these social 
events.
architecture had to adapt to the time of war, the new 
image of women before society, the technologies 
that have emerged and the needs of society. but the 
architecture was also innovative through the materials 
it started to use, such as plastic, as we saw in mon-
santo house of the future. society, more and more, 
was ambitious for something more and better. the 
future was the need of society!

bringing the topic of the domestic sphere to nowa-
days, one may come to the conclusion, that domes-
ticity, the understanding of home and the role of the 
woman changed extremely in the last decades. this 

shift is not at least due to feminist movement, social 
revolution and historical events.  

Started with the topic of the “Great refusal” in the art 
of the viennese actionists, who criticized the “usual 
home” with all its inhabitants and their prude and 
traditional sight of life. whether internationally or 
nationally, the viennese avantgarde caused changes 
and these are noticeable to the present day. 
via the feminist artists, who criticized the woman’s 
role in society and especially in the domestic space. 
and also, here, the feminist movement of the 70s 
caused a shifting in multiple things, which is nowa-
days seen as completely usual. from the criminal-
ization of domestic violence, through to the decrimi-
nalization of abortion, all of this is due to the feminist 
women’s movement and the influence on how we see 
domesticity today is enormous. 
right through to the historical and political circum-
stances, which all had an extensive effect on the cur-
rent society and the way how we nowadays handle 
domesticity. 

it was shown, as originally assumed, how events 
which were not in contact with one another, were mu-
tually dependent on each other, after having a closer 
examination on it. in other words, how the topics: 
women, domesticity, violence, history and politics 
changed our home and how they are still changing it. 
one can see this as a never stagnant transition. usual 
family concepts are redeveloped the whole time. 
as described in the last chapter, it is necessary to be 
flexible, mobile and adaptable, so as the homes we 

Never-eNdiNg 
traNsitioN 
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live in. but at the same time there are many, who wish 
that their domestic surrounding is more stable again, 
no unexpected surprises and no uncertainties. these 
insecurities led to the crisis of belongings. Never-
theless, is seems a little odd that New domesticity 
is hyped in the way we see today, an herb garden is 
great, but does one have to give up its job therefor? 
ultimately, everybody has to make its decision on its 
own probably.

but at the end there are still question, which remain 
open at the end of the research: what if suddenly the 
dependability is missing when we change our identity 
with the place of residence, because our new job is 
completely different to our private performance? if 
we give up our individual possessions in favor of new 
sharing deals, we are also putting our daily lives in 
the hands of large, anonymous companies? how will 
the role of women within the domestic sphere change 
in the further years?
probably, there is no answer on any of these ques-
tions yet, but that is for sure, one day the society 
has to deals with these questions, no matter how 
unpleasant they are.
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