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Foreword

My name is Clint Andree, I am a Foreign Exchange 
student from the University of Texas at Arlington. This 
Book is a culmination of my study and research in my 
Architecture theory studio, taught by Bart Lootsma. 

This book is broken into four main sections, site 
analysis, research, project, and the appendix, which 
contain the bulk of the research conducted within the 
semester. With the exception of Sylvia Lavin‘s Kissing 
Architecture, the research portion of this book was 
Co-written by Aleks Czyrsznic, a fellow American 
foreign exchange student hailing from the New Jersey 
Institute of Technology.

This was my first time in Europe and I enjoyed my 
stay. It breaks my heart that I must leave after only 
studying here for four semesters. Time seemed to 
have flown by. I hope that I may visit again sometime 
in the near future.
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SITE ANALYSIS



Site locations visited within Innsbruck. The Red marker is the site chosen for the project, the Inns-
bruck Westbanhof
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 The Project started off with the Analysis 
of  5 different spaces randomly selected around 
Innsbruck. The spaces were, a plant nursery, a yard 
to an apartment complex, a courtyard completely 
surrounded by mix use buildings, a corner within a 
residential neighborhood, and finally the Westbanhof 
in Innsbruck. Every site had its own unique 
parameters and feeling, as well as audience. Although 
very few people were seen at many of the sites, it was 
clear who would use them, such as families for the 
apartment yard, and workers/customers for the plant 
nursery. Every had its own unique styles as well.
 Although all of the sites were thought 
provoking in their own rights, the westbanhof stood 
out in particular. There was Initially two visits to all of 
the sites at two completely different times, once in the 
middle of the day during a holliday, and once in the 
afternoon during a normal work day. Observing the 
people of each space yielded expected results, for the 
most part. The yard was used by children, the nursery 
had people doing farmwork, and people used the 
street in the residential area as a transitory space. The 
Westbanhof stood out however.
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 The Westbanhof train station had a 
completely different energy the first two visits, as 
well as every subsequent visit. This is probably due 
to the transitory nature of the space though this will 
be discussed later. The First visit during the holliday 
the station was basically shut down for the day. Odd 
considering it is a form of infrastructure, but the 
Westbanhof is not the only train station in Innsbruck. 
The electronic signs and lights were off, the tracks 
silent, and the Workers at the shipping section were 
no where to be found. It was a veritable ghost town 
with nobody on the site except for me. Or so I thought. 
Upon further investigation of the space I was not 
alone. There were two others within the space that 
were not the intended audience. A man and a woman, 
aged anywhere from 16-30 (I did not get a good view) 
were sitting on one of the benches on the middle 
platform, in a loving embrace. There was no telling 
how long they were there before I arrived, and I did 
not stick around to see how much longer they would 
stay.
 Returning on a normal weekday, the vibe of 
the space was completely changed. Several different 
types of people were present. Those who were sitting 
on the benches, head resting in their hands, coffee 
nearby, others that were running, almost losing their 
bags as they tried to catch their train, and tons of 
people in between. The space had changed from a 
quiet, secret rendezvous to a busy commuter space. 
No one was spending more time than they needed to. 
Once their train showed up, they were gone to their 
destination. It was the same for those exiting the train 
cars as they headed towards the town.
 The warehouse next to the station was 
also busy. Several trains were observed carrying a 
variety of goods over the 5 visits that were conducted, 
ranging from liquid tanks to palleted crate goods. The 
workers were diligent in loading and unloading into the 
warehouse as well as disconnecting the tanks from 
the train in order to properly transfer the liquids.
 With this information we can identify three 
main audiences for the space. One are the workers, 
be it train conductors, dock loaders, or even the 
unseen but present administrative workers within not 
only the station but the warehouse as well. These 
people show up multiple times a week for long periods 
of time and do not, for the most part, take part in the 
train services. Audience two are the commuters, those 
that arrive and depart the station. They are here only 
as long as they need to and (hopefully) have paid a 
fare to board the trains. This area is not a destination 
to them, only a leg of their journey.

 The final audience are the outliers. Those 
that see this space as a destination that do not work 
around it and do not board the trains. The couple is 
saw this space as a quiet and private retreat, as do 
many others probably. One does not need a special 
someone to enjoy the space in this manner. One 
could come here as a place to think or study. The 
abundance of security cameras around the property 
give it an air of safety, though it is unclear if they are 
actually regularly checked.
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The Train Station‘s natural state is that of empty.

As the day goes on, people gather on the platform to head to their destinations.
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When a train arrives, passengers get on, and passengers get off.

People will only wait around if they need to catch a train, so eventually the station becomes empty again.
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 Heterotopic spaces as defined by Michel 
Foucault can be real, physical or imaginary. A 
heterotopia must have one or more of these following 
properties, societal norms are changed (seen as 
either crisis or deviation), Juxtapositon of ideas, 
Function with time (either Congregating it or acting as 
a Transitory space), are not freely entered, Reflective 
of society, or are reactive to another space.
 A Heterotopia that is defined by societal 
norms can be classified under Crisis or Deviation.
Crisis is defined as a space that those that are 
deemed at risk by society can use. Under Foucault, 
adolesence, pregnant women, and the elderly are 
those suffering from crisis. Deviation is a space where 
behaviors that are deemed outside of normality may 
be pursued. Foucault‘s examples of these spaces 
are prisons, psychiatric hospitals and homes for the 
elderly/disabled.
 A Heterotopia of Juxtaposition congregates 
several ideas within one location. Foucault gives the 
example of a garden, thoough libraries and museums 
could also be categorized here.
 A Heterotopia of Time can be either be 
gathered or transitory (linked to a specific time). 
Libraries, Museums, and to an extent schools could 
be seen as a gathering of time, while transitory 

locations could be seen as fairgrounds, cruise ships 
and festivals.
 Heterotopias also have a system of 
entering. Either with a ticket, ritual or some other 
practice, these spaces are not freely entered by the 
common folk. These places could be speakeasys, 
theaters, and maybe even trains.
 Reactive heterotopias are those that 
function due to another space. One of the examples 
of this could be a pilgrim colony. Many pilgrim 
colonies were created as a safe space from religious 
persecution.
 Finally, Heterotopias are reflective of society 
and how it functions. Foucault mentions the western 
cemetary as an example. These spaces are cultural 
and have significant meaning to those that use the 
space.
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 When looking at the Innsbruck Westbanhof, 
one can easily relate most if not all of these properties 
of heterotopias.
 Heterotopia of Juxtaposition: When one first 
looks at this space, this might be a hard one to spot. 
However if one spends enough time here, this idea 
starts to reveal itself. As a train station there are many 
people who gather here, mostly from Austria, plenty 
from Europe, and maybe even some from the rest of 
the world. Train stations, Bus Stations, and Airports 
are centers of transportaion where many gather, if for 
only a bit. This can create almost a cultural hub where 
many can exchange ideas, if they got off their phones 
and actually talked to one another.
 With the idea of the Heterotopia of time, it 
is obvious that this space could be categorized here. 
The entire space is transitory. The average person 
only visits this location to leave this location. A very 
temporary stay.
 When it comes to the system of entering, it 
depends on how strict one is with the definition. The 
actual space of the Westbanhof is easy for anyone to 
just walk into. However, if one were to actually take a 
train, a ticket would be needed.

 The Westbanhof Is in reality, a non-space, 
as in, people do not go to this space other than to 
leave from it. It is purely transitory. In Lerup‘s Stim 
and Dross, he speaks of „Stims“ or stimulators, 
which are basically positive parts of the city that draw 
people in like moths (Lerup, 1994). This site would 
be the perfect place to implement a stim, not only to 
pull people in for reasons other than transit, but to 
also possibly pull people off their trains to increase 
visitation to Innsbruck.
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 The Westbanhof was an interesting site by 
itself. It had a unqiue blending of pedestrian transit 
space, as well as warehouse/shipping space. The 
space became even more interesting when the couple 
in the picture above were spotted. It was a holliday 
and the station was closed. No trains coming in or 
going out, and the entire space was vacant besides 
me, and well the two above. It was interesting to think 
why this would be their chosen rendezvous location. 
Upon thinking it over, and visiting the site a few more 
times over a wide variety of times, it became clear.
 The space was vacant and away from 
the road just enough so that they were not visable, 
meaning the space was for all intents and purposes, 
private. There are cameras around as well, meaning 
that if they didn‘t mind the voyeurism, the space 
was safe. The space also included several vending 
machines that sold mints and gum, which some would 
be thankful of if they were planning on kissing a 
special someone.
 Kissing isn‘t odd in a space like this. Good-
bye kisses are common in many cultures around the 
world, as well as kissing as a greeting. The odd part 
was the intentions of this kiss. This one was filled 

with more erotisism than the standard. This kiss was 
moving, and thus inspiration for the project. A space 
needed to be created for couples like this one. But 
before we cover that, we wil go over a bit of Sylvia 
Lavin‘s book Kissing Architecture
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RESEARCH: KISSING 
ARCHITECTURE
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Sylvia Lavin Begins “Kissing Architecture” with an 
analysis on Pipilotti Rist’s Pour your body out (7354 
Cubic Meters), an art installation in New York’s Muse-
um of Modern Art. Piece is a video projected onto the 
walls of the museum while the soundtrack animato 
plays. It also consists of a large gray donut shaped 
cushion that looks like an eye from above. The video 
is a set of short clips that bring ideas of the Garden of 
Eden, Eve, and primal instinct. 

Rist has gone on record in describing her art is “The 
basic concept was not to try to destroy or be provoca-
tive to the architecture, but to melt in. As if I would kiss 
Taniguchi. Mmmmm.” (Lavin, 2011)Yoshio Taniguchi 
is one of the architects that designed the MoMA, and 
in this quote Rist is describing how her piece does 
not conflict with Taniguchi’s vision, but melts in and 
becomes one with it. One can describe kissing as two 
people becoming one during the act. The analogy of a 
kiss works very well in this case.

Kissing stands for a lot, no matter the country or time 
period. Most cultures see it as the best way to show 
their love for another, while some also see it as a 

„The basic concept was not to destroy or be provocativve to 
the architecture, but to melt in . As if I would Kiss Taniguchi. 

Mmmmm.“ Pipilotti Rist in Kissing Archiecture by Sylvia Lavin
Photo of Rist‘s Pour your body out (7354 Cubic Meters)

Sylvia Lavin
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greeting. The Christian church even sees it as a 
way to pass on a blessing. However, when stripped 
of all emotional and cultural meaning, be it erotic, 
love, respect, or even a friendly greeting, the act 
becomes very alien. Andy Warhol once comment-
ed that “Two people kissing always look like fish” 
(Lavin, 2011). Even Nathan Pyle’s Strange Planet 
comic series explores the idea of stripping these 
emotional and cultural bonds, and even covered 
the act of kissing. Nathan’s aliens show us that just 
by changing the wording around to reflect a more 
scientific and literal meaning, one can easily take 
a standard cultural practice and make it uncomfort-
able. 

To understand how kissing can relate to architec-
ture, these cultural and emotional meanings must 
be stripped. A kiss without meaning is two mouths 
pressing against each other, both of which are very 
similar with minor differences. The surfaces of both 
mouths deform and flex, changing their shapes to 
better accommodate the other. This doesn’t even 
need a second mouth, as one can kiss any surface.

Speaking of Surface, Lavin claims that surface 
is the most kissable aspect of architecture. She 
breaks Architecture into four main aspects, Space, 
Geometry, Structure, and Surface. There are many 
variables that must be considered when choosing 
a surface, be it texture, temperature, material, or 
hardness. These attributes lend surfaces to be 
highly specialized and attractive to individuals as 
everyone has their preferences. Space is a difficult 
concept to take hold of, making it difficult to kiss, 
and structure is usually hidden away. Geometry 
could in theory be kissed, but in the end, is one not 
just kiss the surface of the shape?

Lavin goes into detail of the meaning of Rist’s kiss 
to Tanaguchi, and why it matters that it was at the 
MoMA. Being a beacon of architectural discussion, 
the MoMA has been and will be home to many 
paragons of architectural design. Many of the ideas 
discussed here do not stay here, as the museum 
is very influential not only in America, but also in 
Europe. Though Lavin has stated that the MoMA 
betrays architecture, stating that its newer buildings 
are rather boring (Lavin, 2011).  She points out that 
because of the way the museum is designed, many 
art viewers are shuffled along at an uncomfortable 
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how Pour Your Body Out itself is not architecture but 
belongs to it. Many works like Rist’s are in a weird 
situation where they require existing architecture to 
function, yet do not have anything in common with 
the architecture. Rist’s work is a series of images 
being projected on to walls with a large cushion laid in 
the middle of the room. It in itself is not architecture, 
yet when the performance starts, it transforms the 
space, creating a more welcoming and dream like 
atmosphere that encourages the person experiencing 
it to melt into the space. Lavin believes that because 
of this, kissing in architecture “stands for a theory of 
confounding mediums.” (Lavin, 2011). This could be 
seen when at least two surfaces touch, allowing the 
viewer to see their highlighted differences.

pace, not allowing the adequate viewing time of the 
pieces that some might wish for. The most open part 
being the main atrium where Pour Your Body Out 
once resided. At the end of the experience, people 
are herded like cattle into the giftshop. This in a way, 
says something about how society has changed, as 
the capitalistic implications and the decreased space 
to walk due to the “Do not Touch” areas size increas-
es are more reflective of the world we live in. we are 
continuously  restricting ourselves, be it mentally, 
physically, or architecturally, cutting off pathways that 
may be favorable do to taboo subjects or feelings.

“Architecture today is increasingly feeling its disci-
plinary boundaries pressing up to and being super-
imposed with the boundaries of other fields.” (Lavin 
2011) When Lavin writes this, she is referring to 
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When thinking about Rist’s “kiss” with Taniguchi, one 
can start to see that although superficial, the material 
projected upon the surfaces greatly changes one’s 
perception of the architecture. It does not only consist 
of one material against another, but a medium against 
other mediums (Lavin, 2011). Lavin says that if trag-
edy was once the highest form of artistic expression. 
Today, it is superseded by the “kiss”. Architecture has 
a deeply seeded history with other mediums, as it is 
they that have helped architecture grow into what it is 
today. Although images have existed on architecture 
for a long time, it is relatively recent that they were not 
“fused” with it. The projection is a rather new technol-
ogy, and with it one can look through the image and 
into the architecture.

Rist is not the only person experimenting with pro-
jections on surfaces. Doug Aitkens shows his films at 
the MoMA as well, though his projections are usually 
outside. This in theory starts to form the “skin” or 
façade of the building. One of these, Lighthouse, is a 
film series consisting of multiple screens that can fill 
the entirety of the exterior walls of a house in Upstate 

New York. These clips were filmed over the four sea-
sons. With these projections, Aitkens creates a “living 
façade” showing dynamic change over time. One of 
the interesting applications is that fact that one can 
desynchronize the video, allowing multiple seasons to 
be present on the screens simultaneously. 

Both Pour your body out and Lighthouse allow the 
surfaces that they are projected on to be the bare 
minimalist (Lavin, 2011). Though others are starting to 
adopt this technique with more complex architecture.

“Kissing is a means of extending and intensifying 
Architectural effects through the short term, borrowing 
of a partner medium’s flavor”

I’m Sure many would agree with Sylvia in saying 
that architecture can be seen as “mother of the arts,” 
(Lavin 2011). Many of the techniques developed to 
improve architecture were later developed to facilitate 



31

art. Architecture also houses many forms of art, giving 
the pieces safety. But times have changed, and many 
would agree that architecture has fallen behind art in 
terms of medium, and thus needs to adopt strategies 
from other fields.  

In times where architecture was close to political or 
cultural powers, it was seen as a model for cultural 
production, but when architecture strayed away, it fell 
into a state of irrelevance. Sylvia says that because 
of this, architecture follows an “All or nothing” trend. 
(Lavin, 2011). It is important that architects reassess 
the use of mediums within architecture because of 
this. Sylvia claims that the Artists Rists and Aitkens 
are superarchitects as they have developed a com-
bination of their media with architecture. Because a 
kiss is a blending of two mediums in which neither 
lose their individuality, then architecture can become 
superarchitecture with a good kiss. (Lavin 2011).
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PROJECT PROPOSAL
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 The goal of the project is to create a space 
worth kissing in, while simultaneously creating a kiss 
with architecture. To accomplish the space worth 
kissing in, a small greenhouse was created within the 
central platform of Westbanhof. And within this, there 
is a small cove carved out of stone with a bench just 
large enough to fit two people within. The greenhouse 
would have a multitude of flowers that many would 
associate with love and kissing. This space would 
continue Foucault‘s Heterotopia idea of Juxtaposition, 
as many of the flowers would come from different cul-
tures and parts of the world. The Red Rose would be 
the number one flower planted here as it is the most 
recognizable as a symbol of love in western civilizati-
on.

The Greenhouse itself would consist of a very opaque 
glass that would serve three objectives. One, which 
is the whole purpose of a greenhouse, is to keep 
the plants warm and alive during winter months. 
The current covering of the central platform would 
have a piece cut out and be replaced with rotating 
pieces of this glass to keep in warmth or let in fresh 
air, depending on the temperatures. The Second 
objective, is to create Silhouettes of the people on the 
inside. Light enough to let people on the outside know 
that the structure is occupied, while dark enoough so 
that all physical features are blurred out.
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The Final objective of the opaque glass would be to 
serve as a surface on which to project a video onto. 
Just like Rists‘s Pour your body out and Aitken‘s Ligh-
thouse, the mixture of media on the structure would 
create this superarchitectural kiss. Turning a blank 
glass wall into a moving piece of architecture. 
 The video itself would consist of images of 
trees, fields, and flowers. Images that would invoke 
the idea of the Garden of Eden to further the idea 
of kissing within the structure. Perhaps even a low 
peaceful piece of music could accompany the piece to 
further put the occupants at ease.
 Finally, every time a train would pull into the 
station, a kiss mark would appear on the screens for 
a few seconds. A train coming into a station is similar 
to a kiss. The train comes to the station only briefly 
to allow passangers off and on board before leaving 
again to its next destination.

The Structure is located right at the entrance of the 
central platform to encourage interaction. It is the first 
thing one would see as they crest over the staircase 
leading up. One would have to purposefully avoid it to 
not notice it.
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Because the video Runs on a fixed track, any of these scenarios could happen.
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Michel Foucault examined the past in order 
to predict the future. He referred to changes in ideol-
ogies of a given era as epistemes, and by observing 
the pattern of these epistemes of the past, he believed 
that one could better understand the ideologies of the 
present as well as predict future changes. His own 
work reflects similar changes as his ideologies shift 
over the course of his writings from structuralist to 
poststructuralist. Foucault’s writings can be viewed as 
relevant to architecture due to his main focus being 
the analyses of space and his interpretations of their 
effects on society. One of Foucault’s interpretations of 
space observes that constructed space as something 
that is used as a physical barrier to further the divide 
of the social barrier between classes. He takes into 
account the panopticon, which is a circular prison with 
a radial layout that is utilized in the enforcement and 
exercise of power on the inmates. He later resolves 
that architecture by itself doesn’t have the ability to be 
inherently oppressive, but it can be designed in a way 
that allows it to be exploited as a tool in oppression. In 
this sense could it not also be theorized that archi-
tecture can be designed as a tool meant to hinder 
oppression or to establish freedom?

Foucault examines the fundamental 
issues of the 19th century and determines that the 
issues of the era during the time of his writings 
revolve around the topic of space as well as its 
relationship to time. He states that structuralism 
can be summed up as the finding of relationships 
between elements that were once linked together 
but have since come apart. He views this as a way 
of dealing with the passage of time that split apart 
these elements in the first place and identifies that 
this is otherwise known as history. 

According to Foucault, the history of 
space and people’s understanding of space has 
shifted from localization to extension, and finally to 
arrangement during the current era. In the medieval 
times, space was identified as tangible areas with 
physical and social boundaries, hierarchies, and 
interconnections. However, with Galileo’s rediscov-
ery of planetary movement against the backdrop of 
the existence of the endless space that surrounds 
us changed the perception of the formerly localized 
space of the medieval times resulting in the space 
of extension. The space of arrangement came to 
replace extension when a newfound emphasis was 
placed on the relationships between points and 
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elements in the form of networks, trees and series. 
An example of the importance of arrangement can be 
seen in the localization of information within machin-
ery.

There has been a theoretical desanctifi-
cation of space but not as of yet in practice as there 
are numerous spaces in opposition of each other. 
Foucault states that we are not in a homogeneous 
space but in one full of contradictions and diversity. 
This heterogeneous space is filled with uniqueness 
and diversity which shape and are shaped by our 
lives. Heterogeneous spaces are unique to each other 
but can be placed in categories such as places of 
transition or rest. 

 The two primary arrangements of space 
that Foucault identifies are utopias and heterotopias. 
Utopias are spaces that are not real but either strive 
to fix or to contradict reality. Heterotopias on the other 
hand are real and oppose what they represent. Ac-
cording to Foucault, it is possible for these two spaces 
to exist in the same space or object at the same time. 
He gives the example of a mirror as a both a utopia 
and heterotopia in which the reflection is seen as both 
a real and unreal space at the same time. 

According to Foucault, heterotopias are 
everywhere and are all different enough that there 
doesn’t exist a proper generalization that could apply 
to all of them. The second principle of other spaces 
states that heterotopias can be taken by society and 
have their purpose changed. An example of an “other” 
space that has undergone this sort of change is the 
cemetery. The third principle states that heterotopias 
have the ability to conglomerate opposing elements 
into one space and have them exist as a reality. An 
example of this is the interchangeable scenery on a 
stage of a production each representing defined and 
separate spaces while existing in one location some-
times at the same time. The fourth principle states 
that heterotopias are inherently linked to time. Two 
examples of time related heterotopias are museums 
which exhibit the collection and accumulation of time, 
and the festival or fairground which are linked to time 
in a fleeting and temporary but regularly recurring way. 

The fifth principle states that heterotopias 
open and close so they are simultaneously penetrable 
and isolated. One cannot enter a heterotopia freely, 
but rather they are forced into one or have to put 
effort into a series of gestures in order to be granted 
entry. Some heterotopias have a glaring entryway 

which seems straightforward enough to engage, but 
by entering one actually enters a state of isolation or 
exclusion. 

 The last point that Foucault makes is that 
heterotopias have a function that lies between creat-
ing an illusory space and a real space. He considers 
the ship as the ultimate heterotopia as it is a self-con-
tradicting space with heavy ties to time and move-
ment. The ship is physically closed in on itself from 
the raging waves of the sea it travels yet connected to 
spaces across the world throughout its voyage. 

Crossings with Colleagues.

One Critic of Foucault was Henri Lefebvre. Born in 
France, Lefebvre was a Marxist Philosopher and 
Sociologist. Although the Relationship between both 
men is a mystery to the public, Lefebvre was known 
to be very critical of Foucault’s writings. His critiques 
could be distilled down to say that Foucault’s writings 
were “distancing himself too from the Marxian critique 
of capitalism and from the explicitly politicized history 
and geography of the present,” (Soja, 1996). As Soja 
writes however, he explains that Foucault was in 
the process of creating is own idea of Third-space. 
He would go on to write a few essays in the journal 
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Critique, as well as give a lecture in Paris called Des 
Espaces autres, and write a short series of papers 
known as Of Other Spaces. From here Foucault 
would be considered to teach Psychology at Lefeb-
vre’s school, the University of Nanterre located within 
Paris. Lefebvre did not mind but Foucault declined, 
preferring to work at the University of Vincennes, 
which was newly formed.

         Soja writes that Foucault did not develop a 
conceptualization of space, nor write his spatial pol-
itics in a way that could be utilized into social action, 
though Foucault would argue that that was exactly the 
point of his writings. He would interview anthropolo-
gists, geographers, and architects and gives geogra-
phy the credit of connecting the dots he was research-
ing. Scholars know the relation between knowledge 
and power, but Foucault himself insisted that there 
was a third aspect of that relationship, space. In an 
Interview with Paul Rabinow, an anthropologist, Fou-
cault claims to use the relationship between the three 
aspects to study Architecture and Urban Planning.

Another person to take an interest in Foucault’s works 
was Derek Gregory. Author of Geographical Imagina-
tions, Gregory didn’t focus any particular aspect of the 
book on Foucault, but his influence is seen through-
out. Gregory went as far as to write a summary of 
Foucault’s view on Geography. “The Construction of 
this discursive triangle between power, knowledge, 
and spatiality effected a colonization of the life-world 
in which “space” was given both metaphorical and 
material resonance: as Foucault declared, “Space is 
fundamental in any exercise of power.” (Soja, 1996). 

African-American Philosopher Cornel West is another 
person influenced by the Foucault’s philosophical prin-
ciples. He believes that black intellectuals can learn 
a lot from the teachings of Foucault, though with a 
grain of salt as they do not “speak to the “uniqueness” 
of the Black cultural predicament.” (Soja, 1996, citing 
West, 1991) Soja sites West because of the healthy 
skepticism.

 

Foucault’s Thirdspace

In June of 1984 a selection of unpublished notes 
written by Foucault in 1967 was released. These are 
not an official part of Des Espaces autres but were 
however published under the English version “Of Oth-

er Spaces.” These are largely ignored by Foucault’s 
followers. They were an unrefined snapshot of his 
new way of thinking with the ideas of spatial thinking 
and space, that which he called Heterotopology. It is 
unwise to read into these papers without a wary mind-
set however, as Foucault was notorious for skirting 
around the topic of the “spatial problematic” and this 
work could be seen an early outline for other works 
that was thrown out when it was deemed unneces-
sary.

When writing about “Of Other Spaces” Soja likes to 
begin with an excerpt from Postmodern Geographies 
(1989). It states “the anxiety of our era has to do 
fundamentally with space, no doubt a great deal more 
than with time” Soja adds this as it puts the reader into 
the right mindset to read Foucault’s opening passage. 
After quoting the entire opening of “Of Other Spaces”, 
Soja briefly summarizes the next few sections about 
the Middle ages and the 17th century. He states that 
these parts are important as they make the reader be-
gin to think about the spatiality of sites and how they 
begin to relate not only to the individual experiencing 
them, but to other sites as well. As a society, we still 
value a strict code that designates type and usage of 
space, “(e.g. between private and public space, family 
and social space, cultural and useful space, leisure 
and work space)” (Soja, 1996) In the 19th century 
however, this code was briefly suppressed.

 “We do not live in an empty of homogeneous space, 
but one filled with quantities and qualities…” (Third-
space 156) Soja writes. There are external phenome-
na that guide, restrict, and change the usage of space 
within the sites. Utopias are sites that cannot exist, 
as they are too perfect. Heterotopias are possible, as 
they are essentially “site geography of Thirdspace” 
(Thirdspace 158). They exist and contain the proper 
criteria to juxtapose and compliment all existing plac-
es that are represented in the area.

He brings up the analogy of the mirror, a favorite of 
the Althusserian structuralists. It states that a mirror 
can be a utopia as it exists yet doesn’t. The images 
reflected within are just that, images. Yet, because the 
mirror actually exists, it is a heterotopia. One can not 
touch the image reflected within, making it unreal, yet 
the image reacts perfectly with what it reflects making 
it real.

5050
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Principles of Heterotopology

Soja states that according to Foucault’s teachings 
Heterotopologies have set principles. The first of these 
states that they exist in every culture in two main 
categories, Crisis and Deviation, though it is possible 
that a heterotopia does not categorize easily into 
these. A Crisis Heterotopia is one that is represented 
in “Primitive Societies.” They contain sites deemed to 
be sacred, restricted, or privileged. These places are 
also being replaced within our society. Foucault claims 
they are being converted into deviation heterotopias, 
or spaces that meander away from expected norms.

The second principle is that Heterotopias are fluid with 
time, as they can change function and meaning as 
dictated by the changing society. Cited is the typology 
of the cemetery, which once stood in the middle of 
cities, is now pushed to the outer limits.

The Third principle of heterotopias is that they can 
juxtapose several different places within the singular 
real place.

The fourth is that Heterotopias are linked to periods of 
time, referred to as heterochromies. Places such as 
Museums and Libraries continue to gather time, while 
places like fairgrounds, festival sites, and vacation 
villages are set to one specific time.

The fifth is that these heterotopias can be opened 
or closed, creating a dualism between isolation and 
penetrability.

The sixth and last principle is that the heterotopia 
must have a comprehensive function compared to the 
spaces around them. 

The Heterotopology of the Thirdspace

Though Soja claims that Foucault’s Heterotoplogies 
are “frustratingly incomplete, inconsistent, incoher-
ent…” (thirdspace 162) he also states that they are 
a “fruitful journey into the Thirdspace.” He concludes 
that “Of Other Spaces” is a dive into Foucault’s 
thought process on spatiality, stating that space was 
as central to Foucault as it was Lefebvre. Students 
across many disciplines have peered into Foucault 
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and Lefebvre to either confirm or deny their own view 
points, though Soja believes that they have missed 
the point. Heterotopologies, trialectics and thirdings, 
radical openness, and hybridities all directly challenge 
standard modes of spatial thinking.  They are meant 
to radicalize thinking. And this disruption is needed in 
order to process the idea of Thirdspace.
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UNDERSTANDING: POINT 
DE FOL IE-MAINTENANT 
L ‘ARCHITECTURE
BY JACQUES DERRIDA

ALEKS CZYRSZNIC & 
CL INT ANDREE
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Jacques Derrida was born in French Colonia-Algeria 
Jewish parents in 1930. Growing up he experienced 
Diversity due to his heritage, not only to the Muslims 
of Algeria, but also the Christians during the period of 
world war 2 in Europe. Some scholars believe that his 
philosophical teachings and world view were shaped 
by this bigotry. Later in life however, he became very 
popular intellectual in both the United States as well 
as Europe. He wrote a total of 40 books in his life, 
often his ideals of Deconstruction, Aporia an Logocen-
trism. He passed away in 2004 due to cancer.

We will be focusing on the idea of Deconstruction, the 
term he used to describe his own thought process.  
Deconstruction can be defined as taking apart our 
preconceived notions of ideas and analyzing the 
pieces the of the truth that were once hidden in the 
opposing viewpoints. As a society, we tend to believe 
what we want to believe and disregard anyone or 
anything that opposes our ideas. Derrida writes that 
we should try to dismantle our own viewpoint and 
try to see at least a little bit of where the opposition 
comes from as they have every right to their thoughts 
as we do. There might even be some facts within 
their arguments. Some of these conflicting ideals are 
Speech and writing, sight and sound, and words and 
pictures. People will always prefer one over the other 
in examples like these, but Derrida would explain that 
there is some merit to the other side. It is important to 
understand the Deconstructionist view as it is touched 
upon in Point De Folie – Maintenant L’Architecture. It 
is worth noting that Derrida did not like when people 
used the word Deconstruction as he believe that they 
often used it incorrectly.

Jacques Derrida
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One of Bernard Tschumi‘s Folios
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must also be able to be interpreted and readable 
from the exterior and not just after deep analysis. 
The folies dislocate from the origin of the meaning of 
architecture. Architectural organization is inherently 
hierarchized/ centralized which reflects the original 
meaning of architecture. Something as simple as 
materiality has the ability to reflect this notion and 
therefore should be considered as it gives inherent 
meaning to an architectural work. With the way 
economy ties into architecture, an architectural 
work should have a clear meaning in order to be 
convincingly feasible. Lastly, arrangement of an 
architectural form suggests ties to related theory even 
without intent, so it should be responsibly considered 
in order to get the proper meaning across in the 
design. 
These folies destabilize meaning but at the same 
time maintain, renew, and reinscribe architecture. 
They revive what was walled in and closed off due to 
architectural nostalgia. These folies take architecture 
back to its origin and to what architecture should 
have developed into from that point. These folies 
do not destroy despite Tschumi’s insistence on their 
deconstructivist nature. The traditional elements are 
simply broken down and remixed to create different 
forms from the traditional. The space of these folies 
doesn’t act as a function of social, economic, or 
technological influences, but they are taken into 
consideration. 

La Case Vide by Bernard Tschumi
The grid which these folies are arranged on “constitute 
an absolute rule”. This grid gives order to randomness 
which is easier to sell to investors than abstract 
concepts. Each folie gives the presence of being part 
of a larger whole. We are taught that architecture 
must be coherent. However, the Parc de la Villette 
questions the concept of structure not only with each 
individual folie, composed of a conglomeration of 
points lines and planes, but also the relationship of 
the folies to the larger whole of the system. There is 
disruption of traditional structure not only emphasized 
by the arrangement of these folies on this grid, but 
also in the design of each individual folie. The drawing 
La Case Vide suggests infinite possibilities in the 
structural remixing of these folies and their elements. 
These folies are nothing more than a constructed 
moment in the explanation of a concept. They exist 
physically and materially, but what they represent is 
abstract. 
A pretext gave rise to these folies. The term 
maintenant begs the question: what is architecture 
today and how has it progressed? Architecture in 
the “now” shapes society. Tschumi’s spaces are 
not only designed for things to happen inside them; 
these instances are also integral to the definition 
of these spaces in the first place. It becomes more 
the designing of interactions and events rather than 
spaces just to act as an enclosure for these to take 
place. 
Everything revolves around the significance of sense. 
Not necessarily the “how it works” or what the system 
is within, but the reason behind the existence itself. 
He asks: what happens to the meaning of the work 
when subject to the influence of an event?
Folie also means madness and in a sense, that is 
what Bernard Tschumi’s folies are: pieces of madness 
arranged in a grid. They are a series of parts and 
a “common denominator of this programmatic 
deconstruction”.
These folies are not at risk of their meaning being lost 
to time. The whole point of this work is to focus on the 
maintenant which is applicable to any moment now 
and in the future when regarding this work. It is always 
right now. 
These folies are used to deconstruct the meaning of 
architecture. Architecture is seen as such an integral 
and natural part of our lives that it makes it hard to 
remember that it’s not. That architecture is a physical 
construction with meaning and history.
Derrida goes on to identify four reasons why 
architecture must have a meaning. This meaning 
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meaning to undo, negate, removal, etc, and Dis 
meanng away, apart, asunder. Derrida states that 
words with these prefixes should not be used in the 
field of architecture. They bring the association with 
the root words, and can bring a negative connotation, 
defeating the purpose of deconstructivism. New 
words can be constructed so that new ideas can flow 
free from their root meanings. Derrida is in a way 
hypocritical in this aspect as he uses these prefixes 
constantly within his writing, though this could be 
meta-knowledge. 

Derrida continues on with the idea of disassociation 
with the so-called red dots. He states that, “these 
points might fragment, but I would not define them 
as fragments. A fragment still signals to a lost or 
promised reality.” (Derrida 1986). Despite this 
however, these points seem to attract each other in 
a magnetic sort of way. This is most likely due to the 
similarity in color, though Derrida credits this to the 
activities held in each installation  
Derrida also states that this disassociation might be 
caused by sightlines. The folies’ sites are spread out 
sporadically throughout the Park La Villette with many 

Jacques Derrida, French-Algerian Philosopher 

As stated previously, Tschumi’s folies are based 
upon a grid, which many would argue is what ties 
them together. Derrida fights this notion. A grid is 
not enough to tie objects together. The folies are red 
points within the grid. If I am interpreting this correctly, 
it is because they all share this same red color we can 
associate them with each other. 

When speaking of Tschumi’s work, Derrida starts by 
monologuing on how deconstructivism can be applied 
to architecture. He states that it cannot exist within 
the base of architecture, the structure, foundation, 
systems, etc. Deconstruction in its literal form cannot 
exist in architecture, but it can exist in the “analysis, 
critique of discourses and ideologies, [and] concepts 
or texts.” (Derrida 1986). Within these mediums, the 
ideas need to be concrete, and the deconstruction 
cannot be negative as it would weaken these ideas.

Wordplay can be important when trying to explain 
things, and according to Derrida, Tschumi has a 
specific lexicon that he likes to use. Words that 
contain the Prefixes Trans/De/Dis. With Trans 
meaning to go beyond, through, or across, De, 
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obstacles between the structures. Trees, terrain and 
even other buildings all exist within the park as well, 
causing obstructions. When viewed from above, one 
can see the bright red spots among the green grass 
and one can draw conclusions. This creates the 
conditions of both divisibility and indivisibility.

Bernard Tschumi, Swiss Architect



.



STIM AND DROSS
&

DESIGN BY CHOICE
ALEKS

CZYRSZNIC
&

CL INT 
ANDREE



62



63

Lars Lerup sets the tone of Stim and Dross by 
comparing the city of Houston, Texas to Marcel 
Duchamp’s Large Glass. He explains that the 
interruption in the middle of the piece is similar to 
how the city is met with the horizon. The Bachelors 
themselves becoming the representation of 
downtown, and the upper half of the glass becoming 
the sky with a visualization of the milky way.

Below: Marcel Duchamp
Left: Duchamp‘s Large Glass
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 Aerial View of Paris

Aerial View of Houston
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Lerup continues with a light analysis on European 
metropolises. He quotes Robert Smithson, in which he 
summarizes the suburbs of America (and by extension 
Houston) as being collections of “plain box buildings, 
shopping centers, and that kind of sprawl” and that 
cities in Europe, like Rome for example, are “kind of 
(a) collection, (a) junk heap of history.” (Lerup 1994) 
The difference between the two is that the newer cities 
are products of a highly consumerist society.

We then jump back to Lerup staring outside of his 
window, musing upon the layout of the city, explaining 
that it doesn’t work as intended when traversed on 
foot. The “megashapes” that now populate cities don’t 
react well unless one is traveling at a faster speed 
than on foot. These large structures are located within 
the downtown section of Houston. This is contrasted 
to the Zoohemic Canopy, a section comprised of low 
buildings and tall trees. Lerup claims that the canopy 
can be fully appreciated on foot at a leisurely pace. 
One can understand the forest from inside or viewing 
it as a whole.  

Houston has nothing to define it as a city in the 
European sense. There were never any walls, nor 
a sea to border it. It consists of flatland. The city 
sprawls, interrupted by brief patches of untamed 
fields, gaps, and empty lots. When Houston is 
compared to European cities, and even to a city like 
New York, it is very sparse. With all of the empty 
spaces, its almost as if the land itself wanted to claim 
a place within the city. The roads themselves are also 
rather prevalent. Speaking from personal experience, 
the city sometimes appears to be more road than 
city. This also allows for more patchy spaces of grass 
and trees as some of these areas are inaccessible to 
building.
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Sketch of the 4 major areas of Houston
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Sketch by Lar Lerup
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Fields
On the topic of these fields, Lerup goes as far as 
to say that Houston isn’t exactly a city, but more 
of an Ecology, or as he puts it, a “flat planet.” The 
inhabitants of this planet are mostly automobiles. The 
Zoohemic field forms a sub-ecology, much friendlier 
to pedestrians.  The second area of this miniature flat 
planet is the Aerial field, home to planes, helicopters, 
and the weather. Lerup believes that compared to the 
Zoohemic field, this one is underdeveloped. He says 
that it is yearning to be filled with more man-made 
stuff. 
Lerup then romanticizes the roadways, explaining 
how the two speeds of the zoohemic field and th area 
of megashapes merge as the ground mixes with the 
airspace. One can really begin to understand the city 
once you are traveling at fast enough speeds on the 
freeways.  He even goes as far as to say the out of 
place element is not the car, but the pedestrian.
Another shape within the Zoohemic Ecology Lerup 
refers to is the Oceanic. This is best described as a 
canopy of trees, with their trunks almost resembling 
an inverted mountain range. One can get a warm 
feeling traversing this shape, one the European cities 
can only simulate within residential blocks. Houston 
consists of the Duality of a large room and an ocean 
of endless surfaces.
Lerup then recounts one morning when the sun was 
rising. It had been a rainy night, and as the sun rose 
it cut a hole within the clouds, allowing it to become 
visible. The skyscrapers, just barely touching the 
clouds, were now illuminated in bright reddish colors. 
The buildings looked almost as if they supported the 
sky. This image is similar to what Lerup was saying 
about the canopy of the Zoohemic Field. The buildings 
are the trunks, and the clouds the canopy.

Entortung
Houston, and by extension south-east Texas, is home 
to a unique soil type. It is mostly red-clay. Although 
nice for pottery, is living hell to build on top of. It is 
a question of when, not if, your building will have 
foundation issues. Lerup brings up the interesting 
case study of J.B Jackson’s Westward-moving House. 
The idea of which is the dismantling and rebuilding 
of a building when one wishes to move, in this case 
west. Locally, these are simply called Mobile homes 
and are no longer dismantled (for the most part). 
The common theme of these houses is that they are 
propped up, usually on concrete cinder blocks. This 
can create a disconnect between the ground and the 
building. A floating house is more relatable to the trees 

than to the soil below.

Dross
Within Houston, space is not the focus. It is the form 
of the buildings and the functions. One might find the 
space within a building being the center of the design, 
but these cases are few and far in between. The city is 
heavily invested into the oil industry, and many of the 
buildings located in  the downtown area are owned by 
these companies. They create a megashape, and one 
that is similar to many of the other American cities.  
The focus on the car doesn’t help Houston. It is one 
of the most polluted cities in the US. Some reports 
say that more people die of pollution related disease 
than smoking. And it is the focus on the car that keeps 
the idea of space at bay. Yet, despite all of that, and 
having a high gun ownership (the city is in Texas after 
all), Houston, according to Lerup, is still the fourth 
most livable city in America (though now some reports 
have it as low as 26th of metro areas, as of 2018) 
(Para, 2018)
In essence, Dross is the unwanted, negative sides of 
the city
 
Stimulators
Lerup cites his visit to a particular house reminiscent 
of Siena, but he had to navigate a sea of dross to 
get to it. He claims this house to be one of he stims 
of Houston, the positive parts. The glistening lights 
attracting people, “like moths sucked out of the 
darkness of the city.” 
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Banham calls for reevaluation of how things are mass 
produced and their impact on how society shapes 
around these objects.
Americans have for ages been stealing inventions 
from other cultures and popularizing them to the point 
where the origins of each gadget are forgotten. 
The main method of trying to push development in 
America is the development of these gadgets. The 
significance of the American gizmo is held above 
that of the infrastructure in shaping the development 
of America. This gizmo is meant to bring order to 
chaos without the support of infrastructure. The 
contradiction between industry and landscape is that 
the American wilderness must be temporarily subject 
to the machine of industry in order to transition into 
paradise. Therefore in order to embrace nature and 
escape industry, the industry must be strong enough 
to provide access to this nature in the first place. 
Banham views a gizmo as a “local disturbance” of 
both time and space. In time because it should ideally 
appear, fulfill its purpose and then disappear without 
a trace, and in space because although the machine 
occupies a physical space, the space freed up with 
access to the people through the industries products 
far outweighs the space occupied. This in itself is a 
contradiction, but it is how it works in America; in order 

[1909] Prototype of the first line of Evinrude Motors
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to gain access to more of the wilderness, and convert 
it into the “humane garden”, there needs to be a solid 
industrial productivity to enable this. 
In Europe, industry had to compete with pre-existing 
infrastructure, but America was a clean slate. In 
Europe the ideal rural landscape was the walled in 
garden, while in America it was the open landscape 
freely flowing and accessible to anyone. 
The rural happiness in the US was accessible to 
everyone and it was most of all thanks to the gadgetry. 
Mail order shopping was one of the great inventions 
that shaped America socially and physically. For 
example, now the weight of a produced item had 
to be taken into account in relation to its inherent 
value. An item had to be worth more than the effort 
it took to transport it. An example is the shift from 
the predominance of the log cabin to the balloon-
framed house made possible by the production and 
bulk distribution of cheap wire nails. This is also an 
example of back porch technology because it took 
little to no knowledge or craftsmanship to implement 
them. This is a general rule of American gizmos, it 
must incorporate the simplicity of an operation where 
anyone can use it without difficulty. An example of 
this is the comparison of the implementation of the 
outboard motor as opposed to the inboard motor. The 
inboard motor installation requires skill in order to 
integrate it into the workings of the vessel while the 
outboard motor can simply be ordered via catalogue, 
clamped on, and turned on by practically anyone. 
Banham summarizes the American gizmo as a “small 
self-contained unit of high performance in relation to 
its size and cost, whose function is to transform some 
undifferentiated set of circumstances to a condition 
nearer human desires.”
This dependance created by the gizmo has shaped 
American thought into believing that one doesn’t 
have to try to understand something that is foreign to 
them, they can try to use their gizmo to understand it 
for them. One example Banham gives is that the US 
military thinks it could gizmo its way to a solution to 
hostility by sending weapons in the place of diplomats. 
He comments that what they really need is a peace-
making gizmo that they could drop on an area to 
spread light and democracy. American reliance on 
gizmos to solve these altercations has historically 
caused more problems than it has solved. 

The American gizmo has had a significant impact 
on the development of architecture. Architecture 
has become a box to house gizmos, and Banham 
believes that they should be better developed and 

experimented with in order to optimize the integration 
of these gizmos to their shell. 
One of the failures of gadget culture is the increased 
reliance of these once independant gadgets on a 
larger system of infrastructure. The development of 
these gadgets should be held under scrutiny and 
more strenuously observed in order to ensure that 
the development is not actually a regression in the 
evolution of the gizmo. 
American aid in developing countries is hypocritical in 
that their own development started with the gizmo and 
the infrastructure followed while they try to force these 
nations to funnel money into developing their own 
infrastructure first which the distribution of cheaper 
and smaller gadgets could just as well fix as well as 
later spur on better and more advanced infrastructure 
more individualized for each country. This makes 
is evident that the US doesn’t want to give these 
countries the same tools they had in the beginning 
for fear of creating competition for themselves. 
Distributors believe that introducing these sort of 
higher quality products into lower quality surroundings 
would be too jarring and that these gizmos wouldn’t 
hold up without the aid of infrastructure.
Large cities with pre-industrial origins show proof of 
the remains of what infrastructure was developed 
before the gizmo and was mostly based on cluttering 
people together to form these cities. If we are to 
keep with this notion that the goal is to achieve “rural 
happiness”, then urban spaces must be re-ruralized 
and their density must be redistributed. The future of 
urban growth must change and stop piling on more 
and more outdated infrastructure to try to support the 
growing population, but must become adapted and 
flexible. It seems that the RV or camper is the ultimate 
residential gizmo in that its impermanence in location 
allows the rural landscape to retain its integrity rather 
than be quashed by the permanence of a fixed home. 
Banham states that a landscape visited by a camper 
is “a piece of the American wilderness [that] had been, 
briefly, a piece of the American Paradise-garden, and 
could then return to the wild.”
Banham concludes that this of course is an 
oversimplified solution but one must observe that 
this gizmo is in fact a reality that is utilized in the 
current time. This begs the question: could this be 
a warning of the development of the gizmo and its 
integration into our lives as well as the pursuit of a 
rural happiness? 
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MULTIPL IC ITY USE: UNCERTAIN STATES 
OF EUROPE

ECLECTIC ATLASES
BY STEFANO BOERI

ALEKS CZYRSZNIC & CL INT ANDREE



Where as within science it is the words, in architecture 
it is the means of representation as well as the tools 
to do so. During the 20th century, the way we view 
our world changed. Not only with aircraft to take 
photographs from previously unseen viewpoints, but 
with satellites as well. Now we are able to cover huge 
swaths of land in a matter of moments, and because 
of this, the way we view cities changed. From the 
ground, it can be easy to see (for the most part) 
where a city ends. Its where the last buildings are or 
maybe even a wall. From above, that’s not so easy. 
These large shapes seem to be almost formless blobs 
converging into the country side. A form of structured 
chaos that are almost impossible to define. The 
satellites were a double-edged sword. We thought 
they would help us understand our cities, but only 
made them more incomprehensible.

The way we have built cities has changed as well. 
When one starts at center of a European city and 
travels to the outskirts, you can notice it. We’re 
not talking about the style of the architecture here, 
although that can become rather apparent as well, but 
of the city itself. In city centers the buildings are closer 

Stefano Boeri is an Italian Architect born in Milan in 
1956. He has spent most of his life in Milan, and even 
now practices architecture there at his firm Stefano 
Boeri Achitetti. Though he got his master’s degree 
from Polytechnic University of Milan, he got his PhD 
at Luav University of Venice. He is a professor at 
Polytechnic Milan, but has been a visiting professor 
at Harvard as well as Columbia. He also has several 
publications.

Boeri starts off by explaining the term “Way of seeing.” 
In essence, this is the individual’s world view, sculpted 
by their thoughts and experiences. Everyone has their 
own, though when it spreads to others it can become 
culture, tradition, and habit. These ideals have a way 
of lasting. We tend to hold onto our own thoughts, 
rarely changing. Even in the field of science, when 
vocabulary is at a crossroads, people tend to stick 
to what they know. Words change, but views are 
stoic. When one really starts to look into this sort of 
phenomenon in science, one can begin to realize it is 
beginning to happen in European Architecture.
 Although architectural words are at an 
influx too, this is not what the author is talking about. 
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together, almost as if they are extensions of each 
other. On the outskirts, they appear to just be dropped 
into their lots with no respect for what surrounds them. 
The buildings wish to create their own image, and with 
that lose their association with the city. The way these 
buildings are constructed are also to be looked at from 
farther away, creating more of that disconnection. 
This phenomenon can be referred to as the “Zenith 
Paradigm.” It could also be said that many United 
states cities also follow this idea, though that also has 
to do with the car culture that many of the cities were 
formed around.
 
There seems to be almost a rejection of this idea as of 
late, however. Small resistance groups are infiltrating 
and sabotaging the zenith paradigm to suit their own 
views. These groups are studying and coming up with 
ways to associate these structures with each other, 
though many say that these ideas could be a little 
farfetched. They require a particular way of thinking 
that not many would normally use. “They believe in 
the existence of profound connections between forms 
of vision and the forms of things we see.” (Boeri 1999)
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In 1985, a collection of photos was published by 
the name of “Monument & Niche.” Taken by C.J. 
Christianseen, these photos showed the city of 
Copenhagen from above and at an oblique angle. 
These photos were able to show not only the 
consistency of the buildings, but also the age of them. 
There are artifacts leftover that one can use to see 
how the building was once used. Because one can 
see this, one can view the zenith paradigm of the 
building, albeit at an oblique angle. But this does allow 
the viewer to see the change within the city, and how 
it has evolved. From above, all of this just blends 
together. It only becomes apparent once you start 
viewing the city from the oblique angle. This is how we 
use the Zenith Paradigm to our advantage. We can 
start seeing the individual changes to each building as 
if they were biological organisms. One can also see 
how the spaces created by the buildings react to each 
other. This view shows that even though from above 
the cities look like absolute chaos, when viewed from 
the Oblique, they form a nice harmony with each 
other.
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There is a hybrid between these ideas though. Titled 
“La disparition” this map, constructed by Paola Di 
Bello, is an amalgamation of subway stops from Paris. 
Each clipping features damage due to the constant 
rubbing of human fingers as people point out their 
stops. This can be seen as a combination of this 
zenith paradigm as well as the rejection of it. Each of 
these heavily used spots are erased from the map, 
allowing the other places to be represented without 
competition, though it also shows exactly where 
people normally go. The places that are untouched, 
are just that. Untouched. Their local identity that 
was been forged over the years is most likely still 
represented in those locations

European urban territory is being overrun by solitary 
manufactured objects which in turn spawn new urban 
environments. 
The eclectic atlases state that we should place three-
dimensional sectional of urbanized territory alongside 
synoptic maps of the city in order to recognize the 
similarities between the dense constructed volume 
and the recognizable form of a city. 
The different parts of a city are difficult to decipher 
today as the roles each part plays are being reversed 
and remixed with the development of the cities. 
Urbanity can now potentially exist everywhere and is 
not just limited to areas characterized as cities. 
It is important to observe and survey the city and 
define it in more forms of representation rather 
than just map making which may provide outdated 
historical boundaries. There are two types of sampling 
that can be utilized including: using repeatable 
typology and observing it in different contexts, and 
splitting up portions of a territory and comparing the 
portions to each other. By sampling a location one 
can figure out if a new building will fit into the existing 
circumstances.
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Recurring peripheral bands in contemporary urban 
life are the ability of a constructed environment to 
manipulate the perception of an individual’s time 
spent in a certain area. Most spaces we experience 
are only identifiable by the sequence in which they 
are experienced. Rather than by geographic location. 
Urban identity is the frequency and succession of 
these urban bands. 
The fourth shift in viewpoint in the eclectic atlases is 
that we need to quickly adapt our opinions regarding 
inhabitants of these new urban conditions because 
these perceptive bands eventually themselves define 
spaces and we use these definitions daily. How 
we experience and perceive spaces has an impact 
on how we associate and group spaces together. 
European urban space is made up of both spaces that 
strongly suggest how we are to perceive them as well 
as very vague spaces up to personal interpretation. 
When taking into account these four lateral view 
points, a new urban typology emerges used to 
analyze the evolving territory. This is utilized because 
it is believed to provide information on territories 
through analysis of their interaction with society and 
its inhabitants. The interpretation of space using 
the resulting maps is based upon three phenomena 
categorized as: upheavals, multitude, and polyarchy 
and organization. 
The first phenomena involves three-dimensional 
currents that shape physical geography. The first 
of these identified is expansion which results in 
the diffusion of the European city. The second of 
which is retraction which results from things like the 
obsolescence of 19th century industrial spaces. The 
combination of the two results in European cities 
lacking hierarchy. Currents moving from societal to 
physical change carve european cities but their impact 
is only apparent when it meets the long-standing 
structure. These currents are disruptions that have 
physical impact on the geography of European cities. 
The second phenomena involves new solitary 
buildings inserted into existing contexts in masses 
and integrating into the space in a way that results in 
a new landscape. Due to the nature of these based 
on an isolated model, it is difficult to categorize and 
split up the territory. These small instances rather 
than overarching grand gestures are what compose 
contemporary urban language. The multitude refers 
to this growth that contemporary cities experience, 
both in the filling of empty spaces as well as the 
replacement of outdated structures. This multitude 
acts as a tool that helps to identify the nature of the 
development of society. This multitude isn’t without 

its own sort of organizational system. It is composed 
of self-serving introverted spaces tied together in a 
larger network with its own rules.
The third phenomena is the repetition of these 
introverted fragments and the resulting organizational 
system that emerges. The shaping of the space of 
European territories results from three major currents 
which include: consumer-based individualization 
and territorial relationships, prevalence of sectional 
rationality systems, and the international flow of ideas 
and resources. The moves that prompt these are no 
longer external to the creator, but they are actively 
sought and produced. The way European cities are 
organized, there are a few active constraints that 
apply to a wide variety of unique instances. 
Differentiation in the European city does not cover 
larger spaces anymore; these days, it applies to 
every single aspect of a city, whether it is isolated 
or integrated. The concept of the city is changing 
due to the development of the geography of urban 
society in Europe. These new typologies require new 
methods of analysis and representation. Satellites are 
important to modern analysis and understanding of 
the development of the city and they provide a new 
and informed perspective on possible methods of 
representation. 
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