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Today's architecture, as well as a number of diverse disciplines, has Foreword
to share the rapidly technological, cultural and social developments. In

this framework, architecture has to embrace the driving force of this

evolution, namely the information. Information is progressively tuming

into an integral part of the architectural praxis — not only as a piece of

the new-media-tools that architecture uses by now, but also as a data

feedback.

This dissertation not only aims at exalting and promoting
the role of information in architecture, but it also argues that
information can be considered as the new building material.

During its long history, architecture has called forth miscellaneous
materials — natural and artificial, obvious and surprising, beautiful and
ugly, easy and difficult to handle, delicate and strong, durable and
evanescent. What all these materials have in common is that they have
always represented their era, the coeval social and technical evolution.
In this framework, our time, the so widely referred to as “the age of
information”, should be represented by this specific material,

In the following chapters, the nature as well as the possible usage
of information is explored through the constant interaction between
theoretical research and experimental, practical quest. We assume and
conseguently evince that there are two different kinds of information,
namely the apparent and the implicit one. In the framework of this
dissertation, the kind of information that we are interested in is the
unforeseeable, the implied one.
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We therefore explore the procedures in order to extract this
information and then use it for conceptualising architecture

once maore.

The empirical part of our research is conducted through a range of
different prototypes, in different scales, detall, interaction ability and
precision. Their conception and materialisation either confirms or
questions our theoretical supposition.

This thesis is a registration of numerous variations of the theory and
the thought. Thus, it functions as a “boost” in order to speculate, to
contemplate, and finally to design architecture in an innovative way.
Therefore, it is an open-ended procedure; its outcome cannot be
predicted.
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Information is increasingly becoming an integral part of architecture and Summary
the urban environment. Indeed, as Antonino Saggio underlines

‘it is information, above all, that is becoming an essential
component of the new architecture and the new urban
environment”.

Overall, this is realized in a wide range of ways. First, information acts
as a communicative tool, which architecture employs to interact and
connect with its users. It allows for buildings — and by extension built
environments — to spell out a narrative story and thereby educate and
communicate, as well as entertain or advertise. Secondly, information
prompts architects into developing buildings and spaces that are
‘conscious of the changes in the operational and social framework
caused by information’s technology and capable of expressing this
revolution”.? Put differently, information pushes the boundaries of
architectural practice by embodying change and innovation. Finally, and
most importantly for the purpose of this analysis, information becomes
a production infrastructure.

The present thesis explores further this complex relationship
between information and architecture.
'Gausa, M., Guallart, V.,

It argues that information can be considered as architecture’s new Mcller, W., Soriano, f., Porras,

. . . 0o . . F, Morales, J., (2003), The
construction material - the sixth building material following wood, M ‘ (0

etapolis Dictionary of

stone, concrete, steel and glass. Information — actually its collection, Advanced Architecture — city,

classification, diffusion, transmission and above all formalization and ~ ©cnology and society in the

. , , . o . information age, Actar, Barcelona

operationalization — is among the driving forces behind the change that 2pid



we withess nowadays.

The thesis is organized in two core and complementary parts: the
first part addresses the core theoretical question of our analysis,
namely how we can conceptualize the identification and collection
of information. It distinguishes between the apparent and the implicit
information. The apparent information is in essence the basis of
traditional architectural theory, which rests on the reading of the existing
such as soll, topography and so on. The scope of this understanding of
information has actually changed in recent years owing largely to rapid
technological change, as well as globalisation and shifts in geopolitics.
The implicit information is the not seen but felt kind of information. It
is in other words the unforeseen one. Although not visible, implicit
information can be approached and gathered through qualitative
participation. This thesis maintains that information could be enhanced
and enriched through the involuntary, unprovoked, unasked, of even
unforeseeable information. Nowadays society is both multifaceted and
incessantly changeable and therefore full of dormant energy that needs
to be extracted. Our research, aims at unearthing and discovering this
dormant information that participants may possess, allowing them to
realise their right to express themselves. It is this acknowledgement
that directs to provoking a direct participation and measuring all the
subversive consequences that this may imply.

It is in this area, that this thesis aspires to contribute. In particular, it
focuses on the implicit and involuntary information, which participants,
as already argued, not even know to possess. It is recognised that
our consideration rests on the assumption that the implicit information
although not known is indeed there. However, we maintain that this
does not necessarily represent a limitation to our analysis, because
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even identifying its absence would indeed be a finding in itself.

A necessary practice in order to address these implications would
be to develop a toolkit of participation technigues. This is what the
second part of this dissertation deals with, that is the ways of provoking
participation in order to get a reaction and in this framework information
feedback. Changing the whole procedure of extracting information,
changing the whole range of requested society data appears to open
up a continuous process. In other words it opens up a process, which
has no prescribed itinerary and quite likely no final solutions.
Architecture has to work socially, as well as, spatially by coping with
the rhythm of everyday life. In view of this, we try to collect bits of
information through experimental praxis, in the form of interactive
prototypes. These prototypes function as provocation factors in the
city — in the reality itself — through their physical interactivity, while they
operate in recognition to the fact that the architecture itself changes.
The provocation is continuous and in constant motion. Therefore the
prototypes act as the research experiments, allowing for the conduct
and registering of momentary inquires. During their sojourn, through
the communication and the interaction with the visitors, the prototypes
become suppliers of information.

In the course of our research, we experimented with a range of different
prototypes, which are described and discussed in more detall later. All
of these attempts have had a distinct value in providing useful insight on
the role and importance of information and on the approaches available
in extracting it. Their conceptualization and actual or virtual realization
allowed for further reconsideration of our theoretical reasoning, while
also providing the input for the refinement and adjustment of design in
the next experiment of our praxis. Yet the one prototype that has been



presented in different circumstances, in order to provoke participation
is the self-model ICH.

ICH develops as an outcome of the information processing in the mind.
One maintains an internal image of oneself. That consists not only of
colours and forms, but also of instinct feelings, the sense of internal
and external equilibrium, cogitations and personal memories. And in
addition to that, the obstinate impression that a core exists, something
that remains identical over the time. The intended purpose of this
model is to be orientated towards the outer world, to communicate
with other conscious essences, to attract attention and cerebration. No
mental substance corresponds to the model - it is rather a skilful kind of
organizing the information flow.

Through this thesis we register the numerous variations of the theory
and the thought. This work doesn't try to invent formulas; it represents
just an impulsion to alteration. After all, to represent a reality is to begin
to transform it.

015
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1.2 Thesis overview
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This dissertation aims at exploring methods of interpreting society data 01.1

into architecture. Operating at the interception of ancient knowledge Preface
and contemporary practice, architecture represents an “awkward way

to look at the world and an inadequate medium to operate on it”.° Vet,

if, as Rem Koolhaas proposes, architecture becomes liberated from

the obligation to construct, then it can become a way of thinking that

is a discipline that represents relationships, proportions, connections,

effects. In other words, architecture can become the diagram of

everything.*

This thesis sets at systemizing this understanding of architecture.

Architecture is not only what is built. It is also a conceptual
+ trajectory, the comparison of concepts stemming from

heterogeneous disciplinary fields, which exempt it from all

formal unification and open it up to its future development.

This ceaseless exploration pushes architecture out to its conceptual
and disciplinary boundaries.

In this context, the thesis aims at developing innovative strategies and
methodologies in order to use social data and their information potential
S0 as to arrive to an updated, an interactive architecture — in this case
thought as the diagram of everything. The research sets in exploring
the evolution of information, the kinds (or types) of information, in order
to arrive at a better understanding of the complex relationship between

information and architecture.
SKoolhass, R., Editor in Chief,
Content (2004), Taschen

Itis widely accepted that we nowadays experience the age of information. “Ibid



Information is considered to be the par excellence requisite
element, both as a given data, as well as a procedure
outcome — and that it affects almost all disciplines from

humanities to social sciences and from natural to formal and
applied sciences.

Given that the notion of information is of such a wide use and influence, it
is critical that we restrict our engagement with it and thereby disentangle
its relationship with architecture.

Although — due to the nature of the information — this engagement
involves reference to diverse disciplines, like social science, philosophy
and theory of architecture as well as applied architecture, we should
from the outset clarify that our ultimate objective and interest (both
professional and inquiring) is confined to architecture — its theory and
applied form.

Within this context, this study focuses in exploring the different aspects
of information, as well as its role in architecture. The fundamental
hypothesis that we intend to (set and) explore is, whether information
can be considered as an architectural material, a material that can be
employed and capitalised upon in order to produce architecture.

In view of the above, we can argue that the ultimate objective of
this dissertation, as well as its contribution to the science lays in the
fusion of information — the undoubtedly prevalent notion of our era —
with architecture. This amalgamation is achieved through a qualitative
approach, which, in tum, rests on the constant interaction between
theory and praxis. In recognition to the fact that information is an
unceasingly changing element, and therefore there exist no secure way
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to confine it, the alternative method is to capture moments of it. This is
precisely what our experimental practice is set to achieve. The praxis
discussed in the second part of this dissertation represents actually our
case studies. There are diverse definitions and uses of cases. Some
of them presented as specific empirical phenomena and others as
general theoretical categories. These real, tangible examples function
in a catalytic manner in order to conceptualize the notion of information.
Like C. Ragin and H. Becker argue® “the experimental method can be a
guide to finding and fixing an identity, or interlocking set of identities, in a
region or phenomena. And so experiment can be a guide to features of
the search for identity in general”.

Afirst core dilemma that needs to be addressed from the outset is how
we should approach architecture. Overall we could argue that there
exist two quite different, yet both very convincing — as well as relevant
regarding our desirable goal — ways of dealing with architecture. From
one side, we have the phenomenology in architecture that is architecture
in concrete, existential terms. On the opposite side of the spectrum,
we have contingency in architecture, which can lbring architecture
to engage with the “inescapable reality of the world”, as Jeremy Till
accurately characterizes it in Architecture Depends.® More specifically,
Till argues that the everyday world is a disordered mess, from which
architecture has retreated; that is why architecture is defined by its very
contingency, by its very uncertainty in the face of the outside forces.

In order to be able to combine these two — apparently totally opposite
—terms, we should (briefly in the framework of this introduction) analyze
both of them.

SRagin, C., Becker, H., eds.,
(1992), What is a case?
Exploring  the  Foundations
of Social Inquiry, Cambridge
University Press

Til, J., (2009),
Depends, MIT Press

Architecture



"Norberg-Schulz, C.,  (1980),
Genius  Loci.  Towards a
phenomenology of Architecture,
Rizzoli International Publications
Slbid

Phenomenology in philosophy (from Greek: phaindmenon “that which
appears” and logos “study”) is the study of the structure of experience,
and as a notion can be traced back to the early 20" century writings of
Edmund Husserl. According to Husserl's conception, phenomenology
is primarily concermned with the systematic reflection on, and study of,
the structures of consciousness and the phenomena that appear in
acts of consciousness. Phenomenology was conceived as a return to
things, as opposed to abstractions and mental constructions. Overall,
phenomenologists have been mainly concermed with thematic areas
related to ontology, psychology, ethics and to some extent aesthetics.
However, they have given relatively little attention to the phenomenology
of the daily environment. It is in response to this that Schulz, in his
seminal book Genius Loci, has called for the need of a phenomenology
of architecture.”

Phenomenology in architecture juxtaposes rationalism, questioning
the quality of architecture and not referring to the quantity. It refers to
the experience through sensory properties in reference to building
materials. Namely, a philosophy where the building does not function
in the second dimension or third dimension, but the fourth dimension
(tme). Genius Loci represents a first step towards a “phenomenology
of architecture”, that is a theory, which understands architecture in
concrete, existential terms. Schulz claimed that it is urgent to retum to a
gualitative, phenomenological understanding of architecture.®

In phenomenology, the environment is concretely defined as the place,
and the things, which occur there take place. It should be emphasised
that the place is not as simple a notion as that of the locality. Rather,

021



022

it consists of concrete things, which have material substance, shape,
texture and colour, and together coalesce to form the environment’s
character, or atmosphere. It is this atmosphere, which allows certain
spaces, with similar of even identical functions, to embody very different
properties, according to the unigue cultural and environmental conditions
of the place, within which they exist. Phenomenology is conceived
as a ‘return to things”, manoeuvring away from the abstractions of
science and its neutral objectivity. The man-made components of the
environment become the settlements of differing scales, from cities to
houses. The paths between these settlements and the various elements,
which create the cultural environment, become the secondary defining
characteristics of the place. The distinction of natural and man-made
offers us the first step in the phenomenological approach. The second
is to qualify inside and outside, or the relationship of earth-sky. The third
and final step is to assess character, or how things are made and exist
as participants in their environment.

While Schulz's Genius Loci, was indeed the first systematic attempt
to develop a phenomenological understanding of architecture, earlier
tentative attempts also exist. Gaston Bachelard in his book “The poetics
of space”, published in 1958 also attempted to apply the method of
phenomenology to architecture, basing his analysis not on purported
origins but on lived experience of architecture. Bachelard implicitly urges
architects to base their work on the experience it will engender, rather
than on abstract rationales that may or may not affect viewers and users
of architecture.

On the other hand, juxtaposing to the quite “concrete” nature of the term



°Til, J., (2009),
Depends, MIT Press
Olbid

Architecture

and meaning of phenomenology in architecture,

there is J. Till, who doubts this architectural control and in
his book Architecture Depends argues that architecture is
dependent for its existence on things outside itself.

Despite the arguments of autonomy, purity, and control that architects
often proclaim about their practice, architecture remains buffeted
by uncertainty and contingency. The everyday world is not certain,
but rather a disordered mess, and it is from this everyday world that
architecture has emerged. According to Till “architecture has to work
(socially, spatially) by coping with the flux and vagaries of everyday life”. "
On the basis of this, he argues about the necessity to understand the
role of contingency in architecture as an opportunity rather than a threat.

Contingency, from the philosophical point of view, is the status of
sentences, which are neither undoubtedly true under every possible
assessment, nor are they necessarily false. A contingent proposition
may be so, because it contains logical connectives, which — along with
the verity of any of its parts — determine the truth-value of the proposition
in general. This means that the truth-value of the proposition is contingent
upon the correctness of its components. Contingent propositions
depend on the facts, whereas analytic propositions, are true without
regard to any facts about which they speak. The term proposition refers
to either the content or meaning of a meaningful declarative sentence
or the pattern of symbols, marks, or sounds that make up a meaningful
declarative sentence.
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Contingency represents a possibility, as well as the condition of

being dependent on chance (or generally, on not forehead known

circumstances) or on the fulfllment of a condition. It seems that a

discipline inevitably bound with contingency is rhetoric: rhetoric is

indeed contingent and relative, but it is also epistemic. Theorist Lloyd

Bitzer makes five assumptions about rhetoric in his article: “Rhetoric and

public knowledge”."

_ Rnetoric is a method for inquiring into and communicating about the
contingent.

_ This inquiry does not yield certain knowledge, but only opinion.

_ The proper mode of working in this realm is deliberation that relies on
reasonable judgment.

_ This deliberation and decision making is audience centered.

_ This engagement with the audience is constrained by time.

Attempts in the past by philosophers and rhetoricians to allocate to
rhetoric its own realm have ended with attempting to contain rhetoric
within the domain of contingent and relative matters. Aristotle explained
in Rhetoric,'” “The duty of rhetoric is to deal with such matters as
we deliberate upon without arts or systems to guide us...”. Aristotle
stresses the contingent because no one deliberates on the necessary
or impossible. He believed that the “unavoidable and potentially
unmanageable presence of multiple possibilities”® or the complex nature
of decisions creates and invites rhetoric. Aristotle’s view challenges the
view of Plato, who said that rhetoric had no subject matter except for
deceit, and gives rhetoric its position at the pinnacle of political debate.
In this framework, if we assume that rhetoric is actually merely about
the contingent, it jpso facto excludes what is either necessary or

Bitzer, L. F, "Rhetoric and
Public  Knowledge” in Burks,
D. M. ed., (1978), Rnetoric,
Philosophy and Literature: An
Exploration, West Lafayette:
Purdue University Press

"liou, 1., (2002), The Rhetorics
of Avstotle, (H Pnropikr) ToL
ApIOTOTEAN), Kedros publishers
Bibid



"Altay, C., (2007), “Setting a
Setting”, in Friday Session 13
“setting a setting” Fanzine, public
works, London

impossible. The necessary is that which either must be done or will
inevitably be done. The impossible is that which will never be done.
This procedure raises again the question of contingency because that
which is considered necessary or impossible depends aimost entirely
on time and perspective. Another problem arises when we wonder how
something is characterized either necessary or impossible, and how the
knowledge can be applied to others.

The juxtaposition between phenomenology and contingency,
as well as the interplay between the theoretical quest and the
experimental praxis are just two of the bipolars that are met

through this thesis.

The built up of this dissertation through bipolars emerged through the
exploration of alternative ways and paths through which we should
approach our core question. This realization is in fact not surprising,
it we consider that even architecture has a dual nature. As Can Altay
correctly stresses “architecture has a dual nature, in being about setting
the grounds for relations; it can also possibly be about controlling them:
the “built” environment is essentially a partial product, even though there
exist attempts to control and prevent relations via building”. ™
Architecture’s inherent confrontation of space and use and the inevitable
disjunction of the two terms — which is again an expression of its very
bipolarity — means that architecture is constantly unstable, constantly on
the verge of change.

For Hegel, architecture is, in essence, a duality. On the one hand, it
must serve an external need — characteristically that of enclosing space
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in order to provide shelter; but, on the other hand, if it is to be a mode
of fine art, it must also give expression to spirit — to our relation to the
Absolute. Hegel remarks that “...its task consists in so manipulating
external inorganic nature that, as an external world comfortable to art, it
becomes cognate to spirit”.

The understanding of architecture as simultaneously
embodying space and event brings us to the question of
space as related to social practice.

It architecture is neither a pure form nor solely determined by socio
economic or functional constraints, the search for its definition should
expand to an urban dimension.

This dissertation also rests on the constant interplay of a bipolar.
Specifically, with the exception of the intercompletion of phenomenology
and contingency in architecture we just referred to (and which will be
further analyzed in the second part of this thesis), this dissertation rests
on the “bipolar” between theory and praxis.

During our theoretical research on the role of information in architecture,
the actual nature of architecture, as well as how and where architecture
takes place, we came across and studied the book of M. Mahall and
A. Serbest “How Architecture Leamed to Speculate”. Coincidentally, in
this book we met some of the answers we were seeking for, as well
as a formation of our actual question. The two writers argue that if
architecture is in search of a theory, then this theory should focus on
questions of strategy: “...strategy behind any form and any program, "°Hegel,  GWF, (1978

, } . Aesthetics, Clarendon Press,
behind any procedure and any argumentation. Because, it is strategy Oxford



OMahall M, and  Serbest,
A., (2009), How Architecture
Learned to Speculate, igmage,
Stuttgart

that mediates between work and world, between intention and attention
and that decides on success or failure of any effort. It is strategy that —
as Foucault has shown —is realized as improving tactics, but that most
certainly implies a subject (an author, a designer, or a curator), a public,
and speculation”.'®

This thesis argues that modermn culture, above all architecture, is a
region of speculation, of mobile values, of risk and gain, with strategic
bears and bulls, and with magicians. This understanding of architecture
within modem culture calls for a theory, which shows how modernity
actually implies speculative strategies. That is speculation, not as a form
of contemplative and philosophical reflection, but of strategic and risky
acting that produces differences. Speculative reason is contemplative,
detached, and certain, whereas practical reason is engaged, involved,
active, and dependent upon the specifics of the situation. Speculative
reason provides the universal, necessary principles of logic, such as the
principle of contradiction, which must apply everywhere, regardless of
the specifics of the situation. Architecture calls for a theory that treats
architecture not with regards to content — content is value, is mobile —
but with regards to strategy.

Without fiction there is no speculation. Only the fictive allows the
constitution of a subjective and individual position, from which an author
can enter the speculative competition at first. Speculation is a form of
self-authorization, of an author claiming for authorship. And modern
architecture is architecture, if there is an author to it. We could even
radicalize that in modernity architecture is architecture only insofar as it
is authored.

In this framework, the theory quest has led us to the questions of
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strategy that is to be followed, and these questions also introduced
the issue of speculation. On the other hand, as previously mentioned,
this dissertation is also about the praxis. The distinction between the
two (theoretical and practical confrontation) goes at least as far back
as the ancient Greek philosophers, such as Plato and Aristotle, who
distinguished between theory (theoria), or a wide, bird's eye view of a
topic, or clear vision of its structure) and practice (praxis), as well as
productive knowledge (techne).

In order to arrive to the conception of architecture as “...a discipline
that represents relationships, proportions, connections, effects...”” as
described by Koolhaas, it should be treated as guasi-object in its own
right, rather than as artificially separated and purified constructions of the
modern world. Architecture can be placed back at the intersection of
the human and the nonhuman, the particular and the general. Networks
are reestablished that “allow as to pass with continuity from the local to
the global, from the human to the nonhuman”,'® and it is these networks
that once again form the basis for the interpretation of the overlapping
spheres of science, culture — and architecture.

For the above reasons, the results of our analysis are deduced from a
multi-lateral theory research. That is a theory research drawing from the
field of architecture, city-culture and new related disciplines. This theory
guest interacts constantly with praxis — that is experimental projects
in the form of prototypes. Based on the foundations of our theoretical
analysis, we arrive to questions of strategy in order to conceive and
apply the practical reflection of the theoretical quest. The prototypes,
which represent actually the research methods of the dissertation, are

Koolhass, R., Editor in Chief,
Content (2004), Taschen
"®Latour, B., (1993), We have
never been modem, Harvard
University Press



ngrototyping definition  from
PC Magazine Encyclopedia,
in http://www.pcmag.com/
encyclopedia_term/0,1237 t=pr
ototyping&i=49886,00.asp

indispensable for the process of the project; it is through the careful
study of the prototypes, their interaction with their surroundings and
the evaluation of their effects that the dissertation material has been
collected.

These prototypes function as representations of the city —of the reality
itself; as tactical, flexible and digital, more operative cartography:
evolutionary models of simulation and development, but, also, weighted
— meaningful — maps intended to select bits of basic information (and
situations) related to abstract elemental codes (precise and indeterminate
at the same time).

At this point it is critical to clarify the nature and character of the
prototypes. To address, in other words, the key questions as to whether
they are considered real, or they just represent reality, or indeed they
can be understood as a combination of both.

A prototype can be defined as an early sample or model built to test a
concept or process or to act as a thing to be replicated or learned from.

,, “‘Prototyping serves to provide specifications for a real,
working system rather than a theoretical one”.™®

The bipolar theory / praxis is strained in this case by the dichotomy real /
unreal, which actually represents the distinction between actual / virtual.

The experimental, urban prototypes are a new set of actual and
conceptual tools. Some of them are just conceptual, virtual, while some
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are constructed, actual and real. In this case, we use the term of G.
Deleuzes, regarding what is virtual:*® He uses the term virtual to refer to
an aspect of reality that is ideal, but which is nonetheless real. Deleuzes's
concept of the virtual has two aspects: first, we could say that the virtual
is a kind of surface effect produced by the actual causal interactions,
which occur at the material level. For example, an image shown on a
computer monitor depends upon physical interactions going on at the
level of hardware. The window is nowhere in actuality, but is nonetheless
real and can be interacted with. The second concept of Deleuze’s virtual
is this of the generative nature. The virtual in this case is conceived as a
kind of potentiality that becomes fulfilled in the actual. Going back to the
abovementioned example, the window is still not material, but it is real.

Deleuzes opposes the virtual / actual distinction to the possible / real
distinction in order to show that actualisation is the ‘mechanism of
creation”. He argues that the supposed set of possibles is simply an
extrapolation from the real, which guarantees the representational
relation between the possible and the real. Actualisation, on the other
hand, is the process in which the virtual differentiates itself in the active
creation of something new, an actual which does not resemble the
virtual from which it arose. There is no relation of representation between
the virtual and the actual as neither is a subset or an extrapolation of the
other. Indeed, there cannot be such a relationship as the virtual can yield
a practically unlimited diversity of actualisations.

The idea of the virtual is not new. The word derived from virtus, meaning
potential or force, and often comes coupled with the actual, meaning
that through which the potential or force becomes at once visible and
effective.

“Deleuzes, G., (2008), [1988],
Bergonism, The MIT PRess



?'Reference is made here to
Foucault's definition - Foucault,
M. 1984b. Space, knowledge,
and power: interview with Paul
Rabinow, in P. Rabinow (ed.),
The Foucault Reader. New York,
Pantheon.

, , According to Deleuze, “to actualize the virtual is not the same
as to realize the possible”

— and that is what the prototypes aim at. However, in this sense, the
actual is then what effectuates the virtual, but it never completely shows
or activates all that the virtual implies. The prototypes represent in a
sense, what the Ancient Greeks called techne, that is a pragmatic
instrumentalisation meaning, “a practical rationality govermed by a
conscious goal” (a term that like Heidegger, also Foucault professed to
be interested in).?!

In determining the nature of the prototypes, an additional issue that
needs to be addressed is that of space, where architecture takes place.
Going back to Schulz, the place represents architecture’s share in truth.,
The man’s identity depends on his belonging to places. Place is a
concrete term for environment. It is common usage to say that acts
and occurrences take place — in fact, it is meaningless to imagine any
happening without reference to a locality. Place is evidently an integral
part of existence. “Taking place” is usually understood in a quantitative,
“functional” sense, with implications such as spatial distribution and
dimensioning. Even “similar” functions demand places with different
properties, in accordance with different cultural traditions and different
environmental conditions. The functional approach therefore left out
the places as a concrete “here”, having its particular identity. Being
qualitative totalities of a complex nature, places cannot be described by
means of analytic, “scientific” concepts, in order to arrive at a neutral,
‘objective” knowledge.
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According to Schulz, there are no different "kinds” of

,, architecture, but only different situations, which require
different solutions in order to satisfy man’'s physical and
psychic needs.

When we freat architecture analytically, we miss the concrete
environmental character, that is, the very quality which is the object
of man's identification, and which may give him a sense of existential
foothold.

Schulz goes on by arguing that the term “existential space” comprises
the basic relationships between man and its environment. The concept
of existential space is in Genius Loci divided in the complementary terms
“space” and “character”, in accordance with the basic psychic functions
‘orientation” and “identification”. Space and character in this case are
directly related to architecture, following the definition of architecture as
a “concretization of existential space”. “Concretization” is furthermore
explained by means of the concepts of “gathering” and “thing”. The
word “thing” originally meant a gathering, and the meaning of anything

consists in what it gathers. Thus Heidegger said: “A thing gathers world”,

Summarizing our discussion, this dissertation deals with the matter
of information on architecture. In order to arrive to the definition of the
term, we have to deal with matters that have long enough detained the
theoreticians of architecture, like the concepts of space and its energy
— space in the sense of where architecture takes place and energy in
the sense of how it occurs.

The research procedure is inttially developed through the bipolars of



phenomenology and contingency in architecture, as well as theory and
praxis, as already mentioned.

The theory quest led us to the seeking of a strategy in order create this
architecture that contents and express the “genius loci”, the spirit of
every space, where it takes place. In order to achieve that, we cannot
ignore the role of speculation in architecture, of the not to be predicted
issues. Speculation in this sense is necessary as an act that produces
differences, as forehead mentioned.

The praxis that was not only complementary, but also the actual
expression (actual or virtual) of the theoretical research is taking shape
through urban experimental prototypes. The conception and realisation
of the prototypes raised the question about their nature, their actuality
or their virtuality.

Through the prototypes, we am to map this new reality — the result
of mobility, interchange, migration and communication. Therewith, we
endeavor to compress meaningfully not so much the reproduction of
the whole reality, or part of it, but rather a representation — a scanning
— of its most strategic bits of information. The prototypes are supposed
to be open, connectable in every dimension, breakable, reversible, and
always modifiable, just like the medium of architecture they are modeling;
actually they represent spaces of experimentation.
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Our discussion is organized in two core and complementary parts,
namely a theoretical and an applied one. Given the direct relationship
and continuous interaction in the analysis of these two poles, it was
necessary for both parts to be researched jointly by the two authors.
In this framework, it is critical that the thesis is read and understood
as a single piece, since theory and application continuously rest on
each other for the final outcome. Below, the contents of each part are
discussed in more detall.

Part 1, which includes the chapters 1, 2 and 3, deals with the core
theoretical question, namely how we can conceptualize the identification
and collection of the information. Chapter 2 analyzes the role of
information in architecture, the way it can function in order to interpret
society data into architecture. It reviews the role and use of conventional
architectural materials, such as the earth, the wood, the metals, the
glass as well as the concrete and argues about the role of information
as the new fundamental construction material of today. Through a broad
reference to recent architectural history, it also analyses the efforts
already made through the years in the form of experimental, utopian
architectural projects.

Chapter 3 deals in a more systematic way with the notion of information.
We investigate the different kinds of information, both in architecture, as
well as in other disciplines. It distinguishes between the apparent and
the implicit information. The apparent information is in essence the basis
of traditional architectural theory, the reading of the existing (like soil,
topography etc.), which actually has changed through globalisation and
shifts in geopolitics. The implicit information is the not seen but felt kind

01.2
Thesis
overview



of information, the unforeseen one, which is gathered through qualitative
participation. We maintain that information could be enriched through
the involuntary, unasked, of even unforeseeable information. Nowadays
society is multifaceted, incessantly changeable and therefore full of
dormant energy that needs to be extracted. This thesis aims to discover
the dormant information that participants may have, allowing them to
realise their right to express themselves. It is this acknowledgement
that directs to provoking a direct participation and measuring all the
subversive consequences that this implies. Once analysed this, we
move in investigating the procedures required in order to extract the
information needed, namely the sequence of speculation, provocation
and participation. The analysis of these three procedures appears in this
chapter on a theoretical basis, but it also is referred to in the second
part of the dissertation, in order to accentuate the interaction between
theory and praxis — the same way we come up against the terms of
phenomenology and contingency.

Part 2 includes the chapters 4 and 5 and analyzes the means we
use in order to materialise the studied theories. We refer to the term
relational aesthetics, and how it deals with the terms already sought
and analyzed in the first part, namely participation and provocation. After
having analyzed the non-standard, conceptual only architecture of the
60s, we quote some paradigms of nowadays participatory, provocative
architecture. Then, we present the practical ways in order to extract
information, namely our case studies, our experimental prototypes. We
aim to prove our points through the prototypes by drawing on material
and problems addressed in the first part of the dissertation. This
volume presents an on-going effort in a project of inquiry, rather than its
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finalization in the achievement of the proposed goals.

Finally, in chapter 5 we discuss the conclusions reached from both
the theoretical and applied analysis. ...(it is not necessary to reach a
concrete result or a formula — even posing the questions means that this
thesis has achieved its goal).



Chapter 02

The Sixth Materia

The Sixth Material



2.
2.2

2.3

2.4

2.0
2.0

039

Chapter introduction
Interpreting society data into
architecture

Materials in Architecture —
Information as construction
material

Experiment and Utopia in
Architecture

Virtuality in Architecture

Resuming this chapter



.040

This chapter introduces the first step of our analysis towards interpreting 02.1

society data into architecture. We start by investigating the meaning of Chapter
“society data” as well as what, according to our opinion, is the required - -
element in order to be able to first reveal and then collect and probably introduction
further use these data. In this context, our analysis in this chapter

contributes in exposing the actual pursuit, the seeking of this thesis. In

other words, it presents the ultimate objective of this dissertation, the

reason why we believe that the involvement of information in architecture

is indispensable.

, , In late 1960s, Bernard Tschumi addressed the need for an
architecture that might be able to change society, namely an
architecture that could have a political or social impact.

This pursuit was, indeed, not in isolation of the social and political
developments of the late 1960s and 1970s that in tun were driven
by a wave challenge and confrontation with the established order and
conventional wisdom. In 1968 the largest wildcat strike in history brought
the economy of France to a virtual standstill, while the upheaval flared
across Western and Eastern Europe, as well as the American continent.
The Situationists International could claim that they were in a position to
foresee that such a revolutionary wave was becoming possible. They
could also claim to have written most of the leaflets and texts during and
after the events. During these struggles, the social question dominated
life to varying degrees. However, the impact of the events of 1968 has
been to demonstrate, both through facts and through serious critical
analysis, the formidable difficulty of an imperative like the one Tschumi
was interested in. From Marxist commentators to Henri Lefebvre and



to the Situationists, the modes of analysis changed considerably, but
all shared a sceptical view of the power of architecture to alter social or
political structures.

We argue that in order to arrive to the architecture that could change
society, namely the architecture that Tschumi was also concemed about
-or, at least an architecture that could verbalize and address society’s
needs — we need to reconsider and revisit the materials that architects
have at their availability. This is because the conventional architectural
materials commonly used until today are quite restrictive and not capable
to express today’s constantly changing pulse of the society.

In this framework, we introduce the material needed in order to achieve
the aforementioned required form of architecture: the non-conventional,
non-tangible, non-countable material: that is the information.

The chapter is organised as follows:

We begin with an analysis of the notion of social data, namely the society
spirit that we aim to interpret into architecture. Following a review of the
conventional architectural materials, we introduce information as the
sixth construction material, as this dissertation theorizes. As repeatedly
mentioned before in order to succeed in the extraction information, we
combine theory with experimental praxis. Yet the idea of experimenting
in architecture is not something new. Therefore our analysis moves on to
provide a review of the paradigms of the 1960s and 1970s experimental
architecture. As far as these architectural experiments are concerned,
we should be cautious in dealing with the terms attributed through a
discourse of a past so near.
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Indeed, during the 1960s and 1970s, participation in
+ architecture was intensely discussed and sought after by
varying experiments.

The purpose of this dissertation is not to repeat the utopian paradigms of
the 1960s, but rather to create real architectural instruments. In the end
of the chapter, we also refer to the notion of virtuality in architecture, a
notion that cannot be ignored when we talk about experiment and utopia
in architecture. Virtuality has a direct relationship with architecture, either
when thought as modeling through the use of computers (very common
in today’s architectural projects), or when thought as something that
we conceptualize without being able to physically experience — this is
the reason why we argue that virtuality is inextricably bound with the
experimental and utopian architecture.



02.2
Interpreting
society pulse
into
architecture

*’The Gifford Lectures, 1955-
1956: Physics and Philosophy,
Wemer Carl Heisenberg in:
http://www.giffordlectures.org/
Author.asp?AuthorlD=77

“The meaning of “stimulus*
in: Gausa, M.,  Guallar,
V., Muller, W., Spriano, F.,
Porras, F., Morales, J., (2003),
The Metapolis Dictionary — of
Advanced Architecture, ACTAR
Barcelona

Energy is charged with hidden implications. It reflects that subtle
underlying force that has the ability to make nature work. Energy, as
work formerly, has become something that individuals and societies
need. Wermer Heisenberg states in his 1950s Gifford lectures that
“the substance out of which all elementary particles and all things are
made...that which causes change, and changes, but is never lost...
that which can be transformed into movement, heat, light, tension...that
is energy”.*

Energy is entropy. It includes the activation of forces and efforts,
the vehiclisation of bits of information. There are certain processes,
phenomena or situations capable of producing — or introducing —
positive energy within the system. Energy can be seen as open, non-
disciplined, (re)information rather than as linear progress. It can be seen
as catalyst of potentials, as actions or constructions, and propulsions,
of the environment.

As Manuel Gausa states “a stimulus is a catalytic force or vitalizing
impulse”. #According to Gausa, there are two forms of stimulating rather
than imposing — and when he talks of stimulating, he refers to seducing,
convincing or encouraging. The first form of stimulating is by providing
energy; and in this case, there is a need, a call for programming actions.
The other, the second form of motivating provides hope, by narrating
and suggesting potentials. Gausa closes his definition of stimulus by
saying that a third form of motivation would be a coupling of the two
other forms, namely the provision of both energy and hope, which is
probably the best as well as the most difficult way of stimulating.
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Places have energy of their own. It is built up through their history, their
peaceful or turbulent past, the succession of inhabitants, cultures,
religions, even the change of the natural environment. These among
others are the factors that — as Schulz also argues in his book — form
the genius loci, the spirit of place which, since ancient times has been
recognized as the concrete reality man has to face and come to terms
with in his dalily life. This energy of every place, its language, its pulse,
represents its potential that will determine also its course in the near or
farther future.

According to the laws of physics, energy is neither created, nor
destroyed; it only transforms. Schulz emphasizes that architecture can
be understood to visualize the genius loci and given this the mission of
any architect is fused in creating meaningful places. In this framework,
the role of architecture would be to immerse these energy vibrations,
this tension and put space in it. In this case, “a space that has a distinct
character’, which is, “in the true sense of the word, a place”.** Man
tends to inhabit the environment that is substantial to him, where he
can identify himself, where he feels comfortable. Until today, this effort
to inhabit and to create meaningful places has been carried through
the employment of mostly conventional materials. Yet, since the energy
of every place embodies an information potential, then it is critical to
investigate strategies in order to understand and use this potential, so
as to arrive at an updated and interactive architecture; an architecture
that may query whether the mere use of the accustomed materials is
competent. Our time requires an architecture defined and driven by a
desire to act, to interact. An architecture that is ready to activate, to
generate, to produce, to express, to move, to exchange and to relate.

?Nordberg-Schulz, C., (1980),
Genius  Loci.  Towards — a
phenomenology of Architecture,
Rizzoli International Publications



2®Kandeler-Fritsch, M., Kramer,
T., eds, (2005), Get off of my
cloud. Wolf D. Prix, Coop
Himmelb(llau, Texts 1968-2005,
Hatje Cantz
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Taking this argument further, we could borrow from Wolf Prix, and his
propositions during Dresden lecture in 1995 where he argued, that
‘architecture begins where space ends”.? Indeed, as Prix underlined, at
the turn of the millennium there existed many new concepts regarding
architecture. One such concept about the new era of architecture, put
forward by Coop Himmelb()au suggests the finishing of the Tower of
Babel. It is well known that the escalation and confusion of languages’
by the authorities prevented the first great building of mankind from being
pbuilt. According to Prix, Coop Himmelb(l)au's “idea to finish the Tower of
Babel would mean introducing a new form of language confusion. Those
who built the Tower of Babel did not have any reinforced concrete. We
need the material of confused language to complete it.”

The forgoing clearly indicate that Coop Himmelb()au propose the
introduction of a non-conventional, non-countable, non-tangible
material,

Such a proposition follows quite closely the theoretical reasoning of
this thesis, since our research pursues the question of communication
between that variety in actual languages, the guestion of the negotiation
and translation between the social speeches, the capturing of the
places’ energy, the “reading between the lines” of the social data. In
other words, we too, like Coop Himmelb(l)au, believe that a new material
is essential, a non-conventional, maybe not yet thought material,
something that can play the role of the abovementioned “new form of
language confusion”.?

Today's environment is rapidly changing. Aimost nothing can be taken
for granted — the data inherited from the history of architecture are
constantly and expeditiously being guestioned. Rem Koolhaas argues
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2’OM.A., Koolhaas, R., and
Mau, B., (1998), [1995], S, M, L,
XL, The Monacelli Press

that “globalization destabilizes and redefines both the way architecture is
produced and that what architecture produces. Architecture is no longer
a patient transaction between known quantities that share cultures, no
longer the manipulation of established possibilities, no longer a possible
judgment in rational terms of investment and return, no longer something
experienced in person — by the public or critics”.?” Globalization lends
virtuality to real buildings, keeps them indigestible, forever fresh.

The pace of nowadays life, as well as the variation of stimuli

+ combined with the frenzied ways in which communication
and information travel, lead to the need for planners and
architects to incessantly translate.

They must invent alternatives in order to bridge the sound-picture
contnuum of the cities and the constantly occurring of urban
misunderstandings. The goal of these translations and the study of the
associated potential and limits within languages is not the production
of a durably valid dictionary, which would suggest the possibility of a
translation which can be simply attained into the manual of architecture
and town planning. What is to be achieved is to listen to them and to
register so far not noted events, thoughts and stories; a model for noting
voices, for listening and translating also the often voiceless expressions
within the urban language tangle.

It is therefore consequent that the procedure in order to explore this
material, the actual objective of this dissertation suggests the simultaneous
theory research and experimental praxis, the creation of a prototype that
will be a constantly changing the architecture landscape, which enters
up the pulse of the city and its inhabitants and energizes new relations.
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02.3

Materials in
Architecture -
Information as
construction
material

We have until now often referred to the notion of the spirit. However, the
relation between architecture and spiritis both external and quite abstract.
For architecture’'s materials and methods are much more dependent on
the medium’s brute physical properties and the mechanical ordering of
these than are the other art media. In particular, architecture does not,
without adjuncts, create illusionistic space. It can represent no other
space but that of its own physical presence. This means that reference
to any specific spiritual content will be arbitrary and indirect. It is this
external relation to spirit, which makes architecture into a symbolic art
form,

The spirit, as such, is a key term also in Hegel's philosophy. In this case,
it does not simply mean mind or thinking subject. Rather, it involves the
relationship between a subject and something other than it. Through
opposing or negating the other, or (if the Other is another thinking subject)
through being recognized and acknowledged by it, the subject attains
consciousness of itself. In other words, according to Hegel, spiritis self-
conscious, which, intumn, is achieved and articulated through interaction
with the Other. On the other hand, following Hegel's reasoning again,
although the Art has many functions in human existence, its definitive
trait is to answer a need of spirit by giving expression to Beauty.
Therefore for Hegel, architecture is a fine art to the degree that it involves
the shaping of sensuous material so as to give it spiritual content.
However, it is not a thoroughly spiritualised medium and this is because
the sharing of its material is fundamentally determined by mechanical
and mathematical principles. In the framework of this dissertation, it is
exactly this sensuous, spiritual material what we refer to: the one beyond
all conventional materials.
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As regards the available architectural materials, Jonathan Hill accurately
stresses that “architects are caughtin a vicious circle”. Indeed, in an effort
to defend their own idea of architecture, most architects will often end
up adopting and introducing practices, forms and materials, which have
already been identified with the work of architects. In fact traditionally,
“architectural matter is understood to be the physical substance of
buildings, and architects employ a limited palette of materials such as
steel, glass, brick and concrete” %

Hill states that the aim of his book "Architecture — the subject is matter”
is to explore the independence of the subject and matter of architecture.
He argues, like we have also already mentioned, that today there are
many types of architecture.

, , The substance of architecture is not always physical. Rather
it can be whatever architecture is made of “whether words,
bricks, blood cells, sounds or pixels. Architecture is far more
than the work of architects”.?

The forgoing suggests that architecture can no longer be considered
simply as the designing of buildings, nor is it any longer merely the
jurisdiction of the architect. For now that it includes within its scope
electronics and philosophy, as well as, the physical and social
sciences, architecture has increasingly become the joint production of
technologists, scientists, and sociologists, as well as architects. It is this
inevitable synthesis of efforts, this collaborative context, as well as the
emergence of an international network of architectural communication
that has led to an explosion in architectural thinking.

@Hill,  J.,  ed.,  (2001),
Architecture - The Subject is
Matter, Routledge

2Ipid



%%Ching, F. D. K., Jarzonbek, M.
M., Prakash, V., (2007), A Global
History of Architecture, John
Wiley & Sons, Inc.

In view of the abovementioned arguments, the question that emerges
regards the architectural materials. We have already referred to non-
conventional, non-directly-tangible materials, but which are the so-
called conventional ones”? Recent years have withessed a bourgeoning
discussion over ‘new, clever, perceptive” materials, but which is the
procedure that leads to the evolution of the architectural materials”?

To address the above questions we should start by exploring further the
notion of the global history of architecture. It is quite difficult to address
this issue; we could even argue that the very phrase deals with more
than one issue, since “there is No single way to define the words global,
history or architecture” *°

The global is not just defined by its geographical parameters. Nor is it
merely a notion juxtaposing to the regional or the local. The global can
also be understood as a function of the human imagination. As much
as architecture is concermned, it is necessary to see the connections,
tensions, and associations that transcend local perspectives.

Even in periods during which communication, interaction and

+ information exchange was quite far from the point that it is
today, there existed buildings and built environments that
formed a so-called typological entity.

There exist many illustrations of such typological entities, yet typical
example is that if the Eurasian building campaign that stretched from
the Near and Middle East to Eastern and Western Europe. Specifically
from Japan (Katsura Imperial Villa), through China (Beijing and the Ming
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Tombs), to Persia (Isfahan), India (Taj Mahal), Turkey (Suleymaniye
Complex), Italy (St. Peter’s basilica and Villa Rotonda), Spain (Escorial),
France (Chambord) and Russia (Cathedral of the Intercession of the
Virgin on a Moat). As also stressed by Ching, Jarzonbek, and Prakash
the synchrony of these buildings prompts us to think further over what
the constructors knew of each other, how information traveled or how
architectural culture moved and afterwards was “translated” according
to its new environment.®!

Every specific architectural work is always embedded in a larger world
that affects it directly or indirectly. These effects could be either a
conseguence of the forces of economy and trade; of war, of conquest,
and colonization; or the exchange of knowledge, whether forced,
borrowed, or bought. We cannot overlook the power with which the
movement of people, ideas, and wealth has brought and bound people
together since the beginning of history. In writing the history of each
place, it is important to preserve its own identity, while marking the ways
in which every single place maps its own global imagination.
Architectural production has always depended on time and location.
Every period in history faced its own challenges, and the history of
architecture should be treated as the history of successive and often
dramatic changes spurred on by new materials, new technologies,
changing political situations, as well as changing aesthetic and religious
ideals.

Spiro Kostof also claims that “all buildings of the past, regardless of size
or status or consequence, should ideally be deemed worthy of study”,*
stressing in this way how buildings are embedded in their physical and
social context.

ST bid
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The very essence of architecture itself has been the subject of

considerable debate, particularly among architects, architectural

historians, and critics. Some have argued that architecture arises out

of an urge to protect oneself from the elements, others that it is an

expression of symbolic desires, or that it is at its best only when it is

embedded in local traditions.

[t is true that the need for architecture springs from the pragmatic need

for shelter. Once this function has been fulfilled, the role of architecture

then serves other purposes such as identifying place, belonging and

ownership. After all, as we have already mentioned, we tend to dwell the

environments that we feel comfortable in. Objectives like identification,

ownership and belonging are actually concerned with the spiritual part

of life, with abstract notions such as identity and the understanding of

the self, rather than the physical and are recognized by the mind and

recalled in memory.

Kostof organizes the study of (the history of) architecture, by following

four points,® namely:

_ The oneness of architecture, wherein he regards structure and
aesthetics as inseparable;

_ The setting of architecture, buildings cannot be studied in isolation
from immediate context;

_ The community of architecture, cultural values of the society, which
prevent architecture from being merely a build form;

_ The meaning of architecture, wherein he discusses the reason, time
and purpose behind the building being what it is.

We refer to these points, since they actually categorize and groups all

the aforementioned parameters of architecture. Architecture is actually a

type of cultural production. It is at the same time a functional and a visual
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art. It should every time be put in its various contexts — social, political,
economic, artistic, technological, and environmental,

One of the most critical factors that have influenced, more than any
other, the shape of architectural character are the actual construction
materials used. Even the simplest, everyday materials have been used
in order to create architecture. If clay alone was available in abundance,
people used tamped earth or made bricks. If people lived in areas that
were heavily forested, they built in wood. The ancient Greeks were
among the most skilled carvers of stone because of the abundant local
marble.

In the history of architecture, the first and for a long time principal building
material have been the earth materials, pure natural; that is the mud brick,
formed in wooden moulds (adobe) and the stone. Earth structures are
extremely durable, and account for some of the oldest existing buildings
in the world. The significant prehistoric architectural achievements of
Western Europe were megalith constructions, composed of large
stones or boulders (megalith literally means “great stone”). Mud and
stone, the absolutely natural building materials were used extensively in
the beginning of the constructions’ history. Even if there were no metal
tools, in the Neolithic era, quite elaborate stone structures were built
with ingenuity using dry-stone-walling technigues. The most remarkable
Neolithic structure in Western Europe is the iconic monument known as
Stonehenge, regarded by some archaeologists as displaying methods
of timber construction translated into stone. The buildings for a long time
after that were constructed with sloping courses to avoid the need for
formwork. The grandest buildings were constructed in stone, often from



massive masonry blocks. In antiquity, there were the four Mediterranean
cultures that led the evolution steps; the Egyptians, the Etruscans, the
Greeks and the Romans.

\Wood, timber construction was the next natural material that was widely
used. It was extensively employed for centuries; actually, most buildings
in Northern Europe were constructed of timber until circa 1000 AD. Over
a long span of centuries, buildings were typically in timber or where it
could be afforded, in stone. Wood is one of mankind's oldest building
materials and has always been considered to be inferior to stone, as
it doesn't last as long, is not as sturdy and burns easily. Therefore it is
possible that even masterpieces of wooden architecture such as the
Norwegian stave churches or the temple in the Forbidden City will always
stand in the shadow of the large stone buildings of architectural history.
There is a remarkable diversity of the shapes and surface textures of
wooden buildings which were created in centuries past by builders, who
mostly remained anonymous. Wooden architecture literally changed
the world. For example, it is hardly conceivable today that the word
'Holland" actually originated from "Holtland’ (wood country). Wood has
unique qualities of form, colour and structure, yet is often undervalued
or ignored in histories of architecture its enormous contribution remains
largely hidden. The story of wood in architecture is an epic one that
spans the globe and unites the very beginnings of architecture with
its 21st-century future, in which new buildings are making a powerful
aesthetic and environmental case for wood as a material for all time.

The seventeenth century saw the birth of modern science, which would
have profound effects on building construction in the centuries to come.
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The most notable development emerged towards the end of the century
when architect-engineers began to use experimental science to inform
the form of their buildings. In this context, the major breakthrough in this
period was the manufacture of glass.

The architecture of Neo-Classicism seems to have emerged out of
two different but related developments, which radically transformed the
relationship between man and nature. The first was the sudden increase
in man’'s capacity to exercise control over nature, which by the mid-
17" century had begun to advance beyond the technical frontiers of
the Renaissance. The second was a fundamental shift in the nature of
human consciousness, in response to major changes taking place in
society, which gave birth to a new cultural formation that was equally
appropriate to the life styles of the declining aristocracy and the rising
bourgeoisie. Whereas technological changes led to a new infrastructure
and the exploitation of an increased productive capacity, the change
in human consciousness yielded new categories of knowledge and a
historicist mode of thought that was so reflexive as to question its own
identity.

From the second half of the eighteenth century, construction was totally
transformed by the interaction of a number of unprecedented technical
and socio-economic forces, many of emerged in England. These grand
developments, accompanied by a sudden drop in mortality due to
improved standards in nutrition and medical techniques, gave rise to
unprecedented urban concentrations throughout the developing world.

Although iron was also increasingly employed in structures even before,
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its extended use was the major breakthrough of the eighteenth century.
Indeed, during the second half of the eighteenth century, the decreasing
costs of iron production allowed the construction of major pieces of iron
engineering. Steel was used in the manufacture of tools, but could not
be made in sufficient quantities to be used for building. It was though
mass-produced from the mid-19" century and since then extensively
used in the construction.

The history of the development of cast iron followed by strip steel and
sheet steel can be read directly against efforts to push metal building
techniques as far as possible, and to present the metal building not only
as a useful by-product of the factory but as something dynamic in itself
resulting from the inherent dynamism of iron and steel production.

With iron, an artificial building material appeared for the first time in the
history of architecture. It went through a development whose pace
accelerated during the course of the 19" century. This received its
decisive impulse when it tumed out that the locomotive could only
be utilized on iron rails. The rail was the first unit of construction, the
forerunner of the girder. Iron was avoided for dwelling-houses, and
made use for arcades, exhibition halls, railway stations, buildings which
served transitory purposes. Simultaneously the architectonic areas in
which glass was employed were extended. But the social conditions
for its increased utilization as a building material only came into being
a hundred years later. In Scheerbart’s “Glasarchitektur™* (1914) it still
appeared in the context of a Utopia.

Inthe 1920s glass was seen as the great gestural material. To be able to
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see through substance became more and more magic as techniques
of production were able to give larger and larger uninterrupted spans.

When glass was first used in architecture and construction, the
limitations of masonry and weaker building materials meant that its
prominence was restricted to small windows. With developments
in construction, this began to change and by the Medieval Era glass
started to be used as more of a decorative feature than simply a way
to let light in. The trend for tall, stone Gothic churches facilitated the
use of elaborate glass windows made up from fragments of coloured
glass and depicting striking biblical scenes. These windows related the
stories of the bible to an illiterate populace and spurmed the architectural
trend of searching for transparency, luminosity and weightlessness
through glass. The introduction of iron and other materials during this
time meant that glass could take on a whole new role in architecture.
Thanks to the materials now existing to hold it in place, coupled with the
new ability to mass produce large sheets, the possibilities for the use
of glass in construction became nearly limitless. Architects began to
experiment with things like conservatories and entire walls of glass that
were held together by high trussed steel arches and finger fixings. The
Crystal Palace constructed in 1851 represents the most ambitious glass
architectural projects of its time — a construction made up of 300 000
sheets of glass. Architects use of glass continued to evolve throughout
the 20" century although most of the larger, ambitious projects were
confined to large office buildings with massive budgets. The idea of
transparency and dematerialization was dominant during this time and
architects the world over tried to use glass to create “honest” buildings
that focused on a sense of light and space. One of the biggest changes
during these years was the move away from seeing glass as only the



%Frangois  Coignets  own
al-concrete  house in  Paris
(1862), with the roofs and
floors reinforced with small iron
|-beams, stil stands. This is
the first use of iron-reinforced
concrete.  However reinforced
concrete  development  began
with Joseph Monier in 1867.

%8Choay, F., (1969), The Modern
City: Planning in the Nineteenth
Century (Planning and Cities),
George Brazilier

material for the openings within a structure, but rather as the material for
the structure itself. Glass skins became the challenge to tackle whereby
a thin steel structure literally supported skyscrapers of full glass walls.

Even evidence of the use of concrete can be traced back to the
Roman ages, it was its combination with iron or steel, which produced
the reinforced concrete that changed once and for all the history of
construction. The technology of concrete arose after the economic
restrictions that followed the French Revolution of 1789, the synthesis
of hydraulic cement by Vicat around 1800 and the tradition of building
in pisé (rammed earth). The first consequential use of the new material
was made by Francois Coignet.® In 1861 he developed a technigue
for strengthening concrete with metal mesh, and on the basis of this,
he established the first limited company to specialize in ferroconcrete
construction.,

Often the technology development takes place not only due to the
new materials that are in our disposal, but also as a consequence of
social changes, fashion, political changes, etc. It is no coincidence, that
even in 1969, Francoise Choay in the book “The Modern City: Planning
in the 19" Century”® already mentions that with the development of
increasingly abstract means of communication, the continuity or rooted
communication is replaced by new systems, which continue to perfect
themselves throughout the 19" century, allowing the population greater
mobility and providing information that is more precisely synchronized
with the accelerated rhythm of history. She mentions that: “Railway,
daily press and telegraph will gradually supplant space in its previous
informative role”.

.059



.060

Recapitulating the history and properties of the main, conventional
construction materials throughout the history of architecture, we could
argue that every new stage of material gradually embodied and revealed
more information, both actually and metaphorically. In the beginning,
the use of the first, earth materials could only provide information about
their origin, their use (according to their size mainly) or the geographical
conditions under which they were used. Certain structures were even
made possible due to the character of the land upon which they are
built.  With time the more sophisticated that materials became, the
more they would “let the information be seen” — through more refined
constructions, maybe with bigger openings, until we arrive to the glass
constructions, where even more information went public, even about
the inside of the construction.

In the context of the above, we could further argue that
traditional materials carry the information that their creator
wishes to communicate or transit.

The information is transported through the materials’ very own properties.
For example a stone structure has a certain character, it is undoubtedly
heavy and robust, while a glass structure is transparent implying visibility
and clarity. At the same time an iron-based building can be perceived
as solid, powerful, but still flexible. What is clear under all cases of
conventional materials is that the transmission of information is of a
one-way direction. That is they are communicating the message from
the creator to the public only, not vice versa. Therefore the relationship
between the traditional materials and the user is not one based on
interaction and dialogue.



Today, itis the information itself that is becoming the essential component
of our (constructed or not) environment. For this the abovementioned
relationship between the construction and the user needs to be
refreshed, updated. Hence we arrive to the key argument of this
research: the relationship between the conventional materials and the
communication / interaction with the user is not satisfactory — it is in this
point exactly that we need the “new form of language confusion”, or
maybe it is the “language extrication”?

The extension of the media of architecture beyond pure tectonic building
and its derivations has been used in other field for ages. Thus we have
today sewn architecture, as we have also inflatable architecture.

All these are, however, still material means, that is they are still building
materials. Overall, it could be argued that little consistent experimentation
has taken place of over the actual and potential use of non-material
means (such as light, temperature, odour) to determine an environment,
to determine space.

For the above change to materialise architects need to go beyond the
thinking of architecture in terms of buildings only. Built and physical
architecture, freed from the technological limitations and confines of
the past, will more intensely work with spatial qualities, as well as, with
psychological ones. The process of erections will get a new meaning,
spaces will have more consciously. They will have haptic, optic and
acoustic properties. As correctly stressed by Hollein “a true architecture
of our time will have to redefine itself and expand its means. Many
areas outside traditional building will enter a realm of architecture,

.061



062

as architecture and “architects” will have to enter new fields: All are
architects. Everything is architecture”.*’

Closely related to the above is the concept of the net, which is one
of the most commonly used images of our times. It is a symbol of our
longing for a non-hierarchical society in which a network of supply,
traffic and information channels enables every person to have access
to everything and in which the individual is thereby integrated into a
web of relationships with the universal. Thanks to the World Wide Web,
we seem to come unexpectedly close to achieving the dreams of the
simultaneity of all subjects and objects.

Networks are based on communicational systems. One could argue
that no access to mobile telephony and no Internet connection can lead
to exclusion from certain areas of social life in developed industrialized
societies.

The classic network is trade in material commodities, which is crucially
influenced by the development of transport technology. New networks
destroy old units, as the railway breaks up the physical substance of a
city and takes away its individual time, as cars erode its borders and data
lines form a scatter pattemn of urban fragments. Globalization is often
only associated with the movement of information and we think no least
of the enormous amount of money that flows around the world every
day like a tide. But the movement of commodities remains the basis of
globalisation and the ship’s container with all its related equipment is the
decisive factor in the transfer of production from one continent to another
and in the dramatic changes that ports are undergoing. Networks are an

S"Hollein, H., (2008), Alles
ist Architektur / Everything is
Architecture in Prix, W. D.,
(ed.), Stadt=Form Raum Netz
/ City=Shape Space Net, The
Exhibition Magazine, Springer
Wien New York
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organizational structure that has sometimes drastic effects on physical
reality.

The development of world metropolises makes it impossible for us to
continue seeing the city as a whole. The city has become an interactive
process — similar to the complex development of the human brain.
lts network ranges from a personal weave of relations through to a
steadily changing infrastructure. This network connects space and form
into what is experienced through the retina as “city system”. Mobile
connections dissolve permanent locations and new forms of urban life
can be recognized in these system’s simultaneity.

In this context, the traditional definitions of architecture and its means
tend to lose their validity. Nowadays, the environment as a whole is
the goal of our activities. The extensions of the human sphere go far
beyond a built statement. As Hans Hollein underlines “today, everything
becomes architecture, “Architecture” is just one of many means, is just
a possibility. Man creates artificial conditions. This is Architecture”.** And
he goes on by saying that: “Physically and psychologically man repeats,
transforms, expands his physical and mental sphere. He determines
‘environment” in its broadest sense. According to his needs and
wishes he uses the necessary means to satisfy these needs and to
fulfil his dreams. He expands his body and his mind. He communicates.
Architecture is a medium of communication”.

The information and communication technology of nowadays open a
completely new world for the constructions. It is information above all,
that is becoming an essential component of the new architecture and
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the new urban environment. Forward-looking architects around the
world are attempting to create a generation of buildings and spaces that
are ‘conscious’ of the changes in the operational and social framework
caused by information technology and capable of expressing this
revolution. Information is nowadays extremely interwoven with the
everyday life. On the other hand, architecture has to socially and
spatially cope with the flux and vagaries of the everyday life, namely with
the information bits that incessantly “update” the daily routine’s frame.
Just as modern architecture is indebted to reinforced concrete, steel
and glass, our age has not yet invented a material that changes the
deep-rooted principles of construction. The process of re-information of
the physical world means developing intelligent, re-active materials that
recognize the environmental or functional phenomena occurring around
them and react with them.

It is true that the drive behind this new development is the digitalisation
of the data. But the whole procedure wouldn't have this impact if it
wasn't for the thinking mind, which is the true issue of the information
revolution. The key issue of their mutual influence is interactivity.

Under these circumstances, we could undoubtedly argue that
information has the “leading part” in creating architecture, its role is almost
as important than the ones of the conventional, “classic” construction
materials,

information is architecture’'s new construction material —
actually the sixth basic building material after the earth (stone,

adobe...), wood, metals, glass and concrete!
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It is information the par excellence factor in order to investigate the reality
through interactive experiments during this dissertation project.

In his closing remarks at the 1930 Werkbund congress in Vienna, Mies
Van Der Rohe stated that “new time is a reality; it exists irrespective of
whether we accept or reject it. It is neither better nor worse than any
other time, it is simply a fact and per se unaffected by values. What
matters is not what but merely how.*

In order to investigate new ways of how to do architecture,

+ we invest in information — actually its collection, classification,
diffusion, transmission and above all formalization and
operation.

This is the driving force that can help us define the users’ need and
formulate the architecture hypotheses.

The physical organization of space, the architectural product is as the
most direct and concrete means of communicating via materialized
systems. On the other hand, the main “citizenship function” of human
beings is the making conscious transformations of their environment.

Even the most ephemeral structure has the power to form a sign that
we identify as place, which in tumn is linked intricately with other powerful
concepts of occupations and definitions of territory (maybe not). As
temporary structures were the first forms of architectures to be erected,
they have the potential to make a direct connection with every person’s
abllity to make architecture in a way that more complex forms cannot.
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Ephemeral interventions have the peculiar value in contributing to our
understanding of the built environment, which has been created over
centuries. The most tenuous, transient portable artefact can reveal
something new about the mass of an ancient building, and temporary
structures can convey a powerful contemporary presence in supposedly
prohibited new construction locations.

Like Kronenburg states

, , “all architecture is tested in relation to human experience an
all human experience is, in its simplest sense, ephemeral in
that it is on a day-to-day, even a thought-to-thought basis”.*°

Architecture may affect the physical space functioning as a literal and
metaphorical “parasite” in the society web. In this case, the identity of
any parasite cannot be completely determined. It is mobile and localized
at the same moment. When being mobile, it can acquire its full meaning
only through its installation. Its receptacle changes because of this
temporal addition.

“The impact of architecture can be lasting, even if the physical element
itself has been temporary in duration. It is the power of experience,
rather than its duration that is more important in gauging its meaning
and effect” *

The experience of making and remaking architecture is significant, both
for those involved and for those watching the process. The erection
of a building that takes place over a comfortable attention time-span
has more power to be retained in the memory as an event. Temporary
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structures, built quickly and in connection with a specific occasion, have
this intrinsic connection with the establishment of event phenomena, fir
they tap into essential “of the day” ephemeral qualities. Such structures
appear to have a latent energy encoded within their fabric — when
dissembled there is the potential for erection into a usable form; when
in use, there is knowledge that one day soon they may be taken apart.

Information management used as a regulatory system allows design
and construction to acknowledge what they really are...

Thereis no single mathematical construct, no modular or classical system
of proportions and relationships that is either necessary or desirable for
control and order in this new world of architecture. Geometry is now only
one small facet of a far more vast regulatory structure that is grounded
in information science.

“The development of this fully integrated web of tools to conceive and
manage architecture will be the enabling structure, the new modulo of
this twenty-first century way of making. The results will not be sameness
but differences. There will be no types” .+

The fragmentation, questioning, dissolution and the production of
new relationships of a constructed and coincidental environment can,
however, appear only simultaneously with the knowledge of urban and
trans-global (electronic) communication. A critical reflection of social
reality can take place only in connection with the idea of an experimental
and visionary alternative in the field of architecture and urban planning
which not only foresees changes in our environment, but also implies
them in artistic designs.

*Kjeran, S., and Timberiake,
J., (2004), Refabricating
Architecture: How Manufacturing
Methodologies are Foised to
Transform Building Construction,
McGraw Hill



The whole procedure starts as an experiment, searching for the result.
Architecture in this case is used as a means and as an outcome as
well, At this point, it would be useful to look back at the history of the
experimental architecture.

Summing up our discussion in this section, we have argued that
information is as essential as any of the conventional materials that
architecture has at its disposal for the design and construction of building
and built environments Indeed, today’s society is more than ever based
on the information exchange. Therefore, the use of information in the
architectural practice and construction should be viewed not only an
option, but critically as a requirement.

.069



070

l

Pic.05

Aegis Hypo Surface



02.4
Experiment
and Utopia in
Architecture*

“33ubtile from  Alison,  J.,
Brayer M.-A., Migayrou, F., and
Spiller, N., eds, (2007), Future
City.  Experiment and Ulopia
in Architecture, Thames and
Hudson, London

44Cook, P., (1970), Experimental
Architecture, Universe Books,
New York

The idea of experimenting in architecture is not new. Indeed the history
of architecture has enough examples of plucky architectural quests to
display. And any such reference to experiment and utopia in architecture,
should lace primary emphasis on the experimental utopias of the 1960s
and the 1970s. Even the term experimental architecture itself was
brought into discourse by Peter Cook,* one of the leading figures of
the utopian projects of that period. In this section we review and briefly
analyze some of the most notable examples of that time, arguing also
that they will be used as a reference point to our experimental research,
presented later in the thesis.

The progressive ideals of the 1960s and 1970s experimental architecture
were based on challenging the conventional, on spontaneity, alleviation
of boredom, and the desires of popular culture, declared a future in
which humans benefited directly from technologies over which they had
personal control.,

Since early modernity, visual artists have been intensely interested in
the idea of the ideal city. Utopian-architectural designs and free artistic
works have thereby often entered into indissoluble alliance.

The idea of the ideal city was always tied to the question of how the world
should best be set up. Thinking about the ideal city often developed in
parallel with political-societal utopias.

Archigram’s Plug In City, Constant's New Babylon and Yona Friedman’s
Spatial City rank among the incunabula of the 1960s. Combining
visionary architecture, pop art culture, art, and situationist rebellion, they
became known far beyond the narrow confines of urban planning.
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The Situationist International (Sl), formed in 1957, brought together
architects, writers and artists who were profoundly critical of existing
architecture and social structures. In the immediate post-war era, the
functional requirement of architecture to service reconstruction had
led to a swift corruption of the ideals of Modemism. The Situationists
passionately believed in the need for a radical re-thing of society.

In 1958 Yona Friedman published his first manifesto:  “Mobile
Architecture”. It described a new kind of mobility not of the buildings,
but for the inhabitants, who are given a new freedom. *

Mobile architecture is the “dwelling decided on by the occupant” by way
of “infrastructures that are neither determined nor determining”. Mobile
architecture embodies an architecture available for a “mobile society”.
To deal with it, the classical architect invented “the Average Man”. The
projects of the architects in the 1950s were undertaken, according to
Friedman, to meet the needs of this make-believe entity, and not as an
attempt to meet the needs of the actual members of this mobile society.
The teaching of architecture was largely responsible for the classical
architect’s under-estimation of the role of the user. Friedman proposed
teaching manuals for the fundamentals of architecture which would be
available to the general public. The Spatial City, which in turn represented
the materialization of this theory, makes it possible for everyone to
develop his or her own hypothesis.

Friedman has been the main originator of the “megastructure” (a term

invented during the 1970s by the English architectural theorist and

historian Reyner Banham), which can move across any kind of terrain “Friedman, Y, (1958) L
' Architecture  Mobile”, Bauwelt,

— and, if necessary, poise itself above already existing cities. Through Berlin



Spatial City (1960 — 1970), he has made a succession of amendments
to his central idea of an ideal structure: he states that since man needs
to maintain equiliorium between his intermal and external environment
and the means to maintain this equilibrium are often rare, a rational
distribution becomes necessary. The physical shape of towns is an
obstacle to this distribution and in order to overcome the obstacle he
postulates a spatial town contained in a many-level space frame grid
high above earth level supported on pylons 200-250ft apart. These
pylons contain vertical circulation and the units of dwellings or offices
fillin 50 per cent of the structured space. In evolving the details of the
urban mechanisms and by using a computer to find out more about
the exact possibility of optimum conditions, optimum flexibilities and to
calculate possible degrees of infil, he has brought a dramatic utopian
gesture through to a real discussion. He has pushed forward from a
dramatic proposition to a scientific and truly experimental process.

The spanning technique, which includes container structures, ushers
in a new development in town planning. Raised plans increase the
original area of the city becoming three-dimensional. The expanding
of the spatial city on several independent levels, one on top of the
other, determines “spatial town planning” both from the functional and
from the aesthetic viewpoint. The lower lever may be earmarked for
public life and for premises designed for community services as well as
pedestrian areas. The piles contain the vertical means of transport (lifts,
staircases). The superposition of levels should make it possible to build
a whole industrial city, or a residential or commercial city, on the same
site. In this way, the Spatial City forma what Yona Friedman would call
an “artificial topography”. This grid suspended in space outlines a new
cartography of the terrain with the help of a continuous and indeterminate
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homogeneous network with a major positive outcome: this modular grid
would authorize the limitless growth of the city.
In Yona Friedman’s own words: “The city, as a mechanism, is thus
nothing other than a labyrinth: a configuration of points of departure,
and terminal points, separated by obstacles” .+

The Spatial City was not the only megastructure of the time. After
all, the reformation / rethinking of the urban net was one of the main
questionings of the time. From 1956 to 1974 the Dutch artist Constant
Nieuwenhuys, devoted himself to the idea of ‘unitary urbanism’ to
create New Babylon, the first project for a global city. Characterized
by disorientation, New Babylon is a dynamic labyrinth. For Constant,
mobility meant migration; the movement of individuals drives the
transformation of architecture. Anticipating the contemporary era of
global communication, Constant's vast meta-city, realized in countless
models, drawings and photomontages, is populated by inhabitants who
are constantly on the move. The artist famously declared: “we are all
nomads now”.

New Babylon's sectors, that is Constant's districts, are raised of the
ground on struts and piles, slide labyrinthine in and out of each other,
and form a dense mesh of levels and passages, tensions and supports.
There is no orientation or master plan. New Babylon has neither a centre
nor a beginning or end.

New Babylon was not merely an artistic urban vision expressed through
sculpturally formed models. There were also detailed plans, technical
drawings, ground plans and other Constant was convinced that the
first sectors of his mega-structure would be built in the foreseeable
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future. They were supposed to spread like rhizomes, stretching above
the traditional cities and the landscape, gradually growing together into
a network spanning the world. Inside, the New Babylonians, free by
automated production from the need to work or remain settled, could
do as they pleased within the labyrinthine passages, determined only
by the power of their imagination and creativity. New Babylon represents
the end of all cities, and equally the end of art which, now practiced
collectively, flows directly into life.

There are certain similarities between Constants New Babylon and
Friedman’s Spatial City. First of all, they present their concepts in rather
similar ways, in the form of drawing-like collages and sculptural models.
Furthermore, New Babylon and Spatial City are both raised on slender
supports above the earth; they are independent structures suspended
over the old cities and the landscape. What distinguishes the two
concepts is the participatory aspect, since New Babylon had partly an
authoritarian character.*’

Yona Friedman defines the Spatial City as “spatial infrastructure”,
which he explains as follows: “a multi-storey space-frame-grid, which
is supported by widely-spaced piles [...]. This infrastructure forms the
fixed element of the city. The mobile element consists of walls, base-
surfaces and dividing walls, which make the individual division of the
space possible; it would be called the “filling” for the infrastructure. All
elements, which came into direct contact with the users (i.e. those they
see, touch etc.) are mobile, in contrast to the infrastructure, which is
used collectively and remains fixed”.*®

4"Two collages of the Spatial City
from:

http://www.megastructure-
reloaded.org/en/yona-friedman/

*Friedman, v, (1960),
Architecture Mobile, quoted in
Eaton, R., (2002), Ideal Cities:
Utopianism and the (Un)built
Environment, London



““http://www.kiesler.org/cms/
index.php?lang=3&idcat=18

SOweibel, P.ed., (2008) [1997],
Beyond Art: A Third Culture,
Springer-Verlag, Vienna

At that time there were several attempts to move away from the old
order that was inscribed so deeply in the city’s foundations in order to
find a new type of community and freedom in an Uber-city supported
by a public infrastructure. Between 1959 and 1961 Nicolas Habraken,
Yona Friedmann and Constant set out their concepts. These did not
advocate rebuilding, and consequently destroying, the existing city.
Their idea was the addition of layers to the existing city complex by
means of an independently growing stratum inside a spliced technical
framework.

The architect’s dilemnma was how to plan diversity, because the totalizing
models of classical modern architecture were no longer plausible.
Even much earlier than the examples that we just referred to, Friedrich
Kiesler's City in Space was part of the official Austrian contribution
to the Exposition des Arts Décoratifs 1925 in Paris.*® City in Space,
the architecture for an exhibition of new theater technigues, amazed
audiences with its free walls attached to neither floors nor ceiling. As
common on the stage, Kiesler worked in a black space to lift the border
between inside and out,

He described the suspended construction of panels and beams without
supports as a “system of tension in open space.” The visitor to the
exposition was able to walk through its matrices of interconnections,
since Kiesler believed that “space is only space for someone who is
moving in it". Kiesler was interested in creating a continuity of spatial
interrelationships. The City of space exhibition formally embodied the
visionary utopias of the Bauhaus and De Stijl artists. Upon seeing City
in Space, Theo van Doesburg is said to have remarked to Kiesler, “You
have realized that which we dreamed could one day be accomplished”.*
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City in Space was the first demonstration of time-space architecture by
Kiesler: he thought of it as an unconscious three-dimensional realization
of a neo-plastic picture by Piet Mondrian.

A latent idea in many of Kielser's installations was the need to engage
the passive viewer in the reception of works of art. In many of his
exhibitions, he sought to produce an engaged dialogue between the
embodied observer and works of art though diverse kinds of challenges
(often physical).

Urbanism and the seeking for the ideal city were intriguing; therefore,
we have enough paradigms of the kind. At the beginning of the 1960s,
Architecture Principe (Claude Parent and Paul Virllio) published their
theory of a sloping city, ‘The Function of the Oblique’. Their tilting site
was intended to stimulate and encourage human social activity. They
saw the city as a symbolism of all human civilization and characterized
movement through it as circuits of cycles, equivalent to human habitation.
For Parent and Virilio, the ‘function of the oblique’ was a ‘device’ that
would unify the physical movement of its inhabitants because their
movement was made easier in extensive, continuous spaces. In fact,
Claude Parent stressed that “architecture is not biological, it is creation.
Architecture rallies: it is the very essence of human groups. Architecture
is not integrated in the site. It exists in itself and establishes with the
landscape a qualitative and dimensional relationship. Architecture must
never be neutral or indeterminate. It must be active; man in architecture
must be concerned constantly, take part in an action or a spectacle. He
belongs to the continuity of architectural worlds (buildings to be scaled
and vanquished)” .’

5TFrom Alison, J., Brayer M.-A.,
Migayrou, F., and Spiller, N., eds,
(2007), Future City. Experiment
and Utopia in  Architecture,
Thames and Hudson, London



Architecture Principe (Paul Virilio and Claude Parent) stressed the urgent
need for architectural culture to come to terms with the transformed
spatial conditions ushered in by the Second World War and exacerbated
by post-war developments in military and communications technologies.
“The function of the oblique” reconsidered the importance of human
orientation in relation to the inclined plane and the oblique axis, a
development that the group heralded as the platform for creating a “new
urban order”, if not the “total reinvention of the architectural vocabulary”.
Programmatic texts were routinely paired with theoretical diagrams and
with panoramic drawings of the new urban order they envisioned.

Also in 1960, ‘Metabolism’ was published, a booklet that connected the
metabolism of living creatures with that of architecture and the city. The
Metabolists saw the metropolis as being in a constantly changing state
of dynamic equilibrium, in the same way as a living organism.

Moving on from the conceptualization of “cities — megastructures” (Spatial
City, New Babylon, City in Space, Sloping City), we come to the Italian
experimental scene of the 1960s, which was not to ignore. In 1966,
after the exhibition ‘Superarchitecture’ held in Modena, the movement
of the radical architecture in Italy was inaugurated. Italy’s ‘radical school’
shared with arte povera the use of installations and appropriations from
everyday life.

The so called Superstudio was founded in Florence by Adolfo Natalini
and Cristiano Toraldo di Francia in 1966. They maintained that
architecture needs to be involved in a different kind of thinking rather
than “just creating luxurious objects, or introducing people into the world
of consumer objects”; architects should be worried about issues like:
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“What is architecture?” Superstudio worked in the field of ‘operative
criticism’ between 1971 and 1973, making films in order to popularize
utopian projects. They were seeking the path to a philosophical and
anthropological re-foundation for architecture. The basic element of
most of their work is a black grid on a white background. It shows up
in early designs for villas, minimalist furniture, and (most memorably) the
Continuous Monument, a series of photomontages that show Midtown
Manhattan or the Taj Mahal wrapped in the grid.

Superstudio wrote that ultimately the grid would form a “single continuous
environment, the world rendered uniform by technology, culture, and
all the other inevitable forms of imperialism”. This would allow for a
truly democratic human experience. This is because every point on
the grid is identical, no place is better than any other. Histograms of
Architecture (1969) and Continuous Monument (1971), an architectural
model for total urbanization, were two of Superstudio’s most notable
projects. In them, architecture became a system of abstract conception
of ‘neutral and available entities’. In Continuous Monument architecture
utilizes a radical tool for criticism, through an uninterrupted monumental
structure, intended as a course for traveling the planet. The Histograms
of Architecture are a catalogue of three-dimensional isotropic diagrams
with- homogenous surfaces. They are a theoretical proposition, which
can be transferred to any scale, exploring different semantics, yet all the
while remaining self-same. They are ‘seeking an inalterable image’, an
immutable representation of architecture. Their radical nature achieves
the disappearance of the notion of ‘quality’ in architecture: architecture
is nothing more than a mental diagram, a grid without beginning or end.

Archizoom, was founded (like Superstudio) in 1966 in Florence by
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four architects: Andrea Branzi, Gilberto Corretti, Paoclo Deganello,
Massimo Morozzi and two designers: Dario Bartolini and Lucia Bartolini.
Non-Stop City intertwines architecture with objects and the customer
society, giving an interpretation where the repetition of a single central
element, a building or a group of objects makes up, through a play of
mirrors, a catatonic environment, a boundless supermarket, a future to
be composed. Non-Stop City is a city with no qualities, in which the
individual can achieve his own housing conditions as a creative, frees
and personal activity.

Archizoom’s No-Stop City (1969) is a critical utopia, a model of global
urbanization, in which design is conceived as a conceptual tool for
modifying the quality of life and territory. The city presents the same
organization as a factory or a supermarket. Interior spaces, with air-
conditioning and artificial lighting, allow city-dwellers to organize new
typologies of open and continuous habitation, intended for new forms
of association and community.

Superstudio’s Histograms of Architecture and Archizoom’s Non-Stop
City were derived form the Modemist concept of the uniform grid. But
it extended into an idea of total global urbanization through an infinitely
spreading urban system. Through this idea, architecture was seen as a
socially critical act. Its identity was debated and it became regarded as
an attempt to transform reality.

Moving on to the Austrian experimental scene of the time, we come
to Vienna, where Walter Pichler and Hans Hollein exhibited together
in 1963. The Viennese school of architectural experiment was bom
under the influence of the exemplary conceptual projects as Pichler's
Compact City (1963) and Hollein's Project for a City as a Hub of



5’Hollein, H., (1963), “Forms
and Designs” by Hans Hollein
and Walter Pichler, in Arts &
Architecture, and in http:/Avww.
hollein.com/eng/Writings/Texte/
Architecture

5Hollein, H., (1960), “Plastic
Space’, Thesis submitted for the
degree of Master of Architecture,
College of environmental design
in the graduate dividion of the
University of California, Berkeley,
in http://www.hollein.com/ger/
Schriften/Texte/Plastic-Space

Communication (1963). Introducing this joint exhibition, Hollein stresses
that “man today is the master of infinite space”.*” In his project Aeroplane
Carrier City (1964), an aircraft carrier is set in a landscape. The aircraft
carrier symbolizes the tension between human technical creation and
natural space and is a metaphor for the modern city's hidden complexity
and latent monumentality. The ‘compact city’, a theme that led to
Pichler's contribution to this exhibition had become a recurring theme
in architectural discourse of the period. Constructed in the shape of a
tower, the city offers the possibility of infinite expansion. The ‘compact
city’ enjoys the benefit of artificially conditioned climate, and buildings
are protected from nature by solid transparent envelopes. The project
expresses a radical critique of society, namely that the intervention of
architects is limited to an interior space that excludes all possibility of
individual expression.

Hans Hollein's master's thesis from the University of California, Berkeley
is entited Plastic Space. In a poetically succinct treatise including
numerous iNnk drawings and clay models, he develops space from the
plastic properties of physical forms. The collage Uberbauung Wiens
(Superstructure above Vienna) from 1960 tests the results on an urban
scale in an effort to overcome the constraints of the present day by
detaching from the existing city.

Hans Hollein assumes space to be mobile by its very nature and has
stated in his thesis that “space is constantly in motion, what stays static
is three-dimensionality”.>

The Aircraft-Carrier (1964) from the “Transformations” series is another
example of the examination of urban forms. This projects’ series
introduced his belief that with the densely compacted city we gain tracts
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of open land. Hollein's planting of an aircraft carrier on a green field also
represents an ironic commentary on the relationship between city and
nature. Through concentration on a mobile object, Hollein also finds
expression for the city's energy. Regarding his projects, Hollein states
that: “The fascinating inherent formal potential for a spatial sculptural
architecture as well as the complex overlay above a basic symmetry
by dominating asymmetrical elements provide a tension, which is
augmented by the dialectical between the autonomous urban object
and nature” >

The use of a ship as a model for the spatial complexity and economy
of the city recalls Le Corbusier. In 1923 he celebrated liberation from
outdated images in architecture in the aesthetics of the ocean liner.
It also brings to mind Buckminster Fuller who in 1932 with an aircraft
carrier further extended the city's space and mobilized the coordinate
system with the help of the most recent means of transportation.
Kiesler presented the international audience with this architectural
installation not as an exhibition architecture, but rather as a visionary
megalopolis poised in space.

Shortly before 1970, new plastic materials created possibilities for
balloon molding, and architects began to mould urban space as if they
were artists. In Austria once again, Coop Himmelb(l)au made the (actual
this time) city their main subject. From the early 1960s their radical
action — architectural installations and happenings — took shape in
urban spaces. Their radical approach aimed to project basic emotions
and sensations into space so as to achieve an ‘open architecture’
and create complex spatial situations, as variable ‘as clouds’, like they
declared in 1968: ‘Design architecture as floating and changeable as

SHollein, H., (2006), Alles
ist Architektur / Everything is
Architecture in Prix, W. D.,
(ed.), Stadt=Form Raum Netz
/ City=Shape Space Net, The
Exhibition Magazine, Springer
Wien New York
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Himmelb(llau. Beyond the Blue,
Prestel Verlag

the clouds’. Villa Rosa (1968-1969) was a prototype for an inflatable,
traveling habitat, displayed in different locations in Vienna. Composed
of eight plastic bubbles, Villa Rosa recreated, at each presentation, a
sensory space with which one could experiment. Its volumes could
change shape, various sounds, colors and fragrances renewing one’s
perceptions of each location. Villa Rosa was both a purified space, a
relaxation chamber, providing a décor for performances, and a wave of
sensory experiences engaging the entire body. Architecture took on the
role of a flexible interactive membrane that stimulated cognitive as well
as sensory experience.

Villa Rosa was conceived as a pneumatic living unit, a prototype / the
pneumatic prototype of a supply structure.**Its design ideas were those
for an architecture that is as variable as a cloud. Pneumatic construction
permits changes in volume due to a new “pbuilding element”: air. And
the new forms — supported through projections of colour, sound, and
fragrance — influence the quality of experience within the spaces.

The pneumatic prototype is composed of three spaces. The pulsating
space with the revolving bed, projections, and sound programs.
Appropriate  fragrances to accompany the changing audiovisual
program are blown in through the ventilation system. The pneumatic,
transformable space: eight inflatable balloons vary the size of the unit's
space from minimum to maximum volumes. The architectural space is
the space in the suitcase — the mobile space. From a helmet-shaped
suitcase, one can inflate an air-conditioned shell, complete with bed.
Neither pillars nor rafters nor the construction itself is the goal of
architecture. Since the erection of the first totem pole, the goal has
been dematerialization. The dream has always been release from the
force of gravity.
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Coop Himmelb(l)au declared: “Our architecture has no physical ground
plan, but a psychic one. Walls no longer exist. Our spaces are pulsating
balloons. Our heartbeat becomes space; our face is the facade”.

Or, according to Rudi Dutschke’s: “It is not that we should change in
order to live in society, but society has to change so we can live in it’,
Coop Himmelb(l)au said that:

,,“It is not that we should change in order to live within
architecture, but architecture has to react to our movements,
feelings, moods, emotions, so that we want to live within it”",

Moving on to the English experimental scene, Peter Cook and Ron
Herron's Instant City (1968-70) (Archigram) was an aerial city that
attached itself onto an existing city and moved like an air balloon.
According to Archigram themselves: “The Instant City is a “traveling
metropolis”, a package that comes to a community, giving it a taste
of metropolitan dynamic — which is temporarily grafted on to the local
centre — and whilst the community is still recovering from the shock,
uses this catalyst as the first stage of a national hook-up. A network
of information — education — entertainment — “play-and-know yourself’
facilities”. It is a way of enjoying the physical nature of the metropolis,
staying where we are,

The Instant City is both collective and coercive: by definition there is no
perfect set of components.

This created a media event for the enjoyment of the general public, linking
architecture to Pop Art. Archigram was creating new architecture with the
rise of consumer and leisure society. an architecture of communication
nurtured by references to advertising, popular culture, the beginnings
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of computer technology and science fiction. Thought as a service offer,
architecture was to be consumed at the speed of images. Graham
Stevens produced the first inflatable structures, which appeared in the
early James Bond movies. Instant City consummates the disappearance
of architecture, which was transformed into environment. Architecture
gives way to the image, the event, the audiovisual, to gadgets and other
environmental simulators. This city fleetingly superimposes new spaces
for communication in the existing city: an audiovisual environment (words
and images projected on suspended screens) and blends with mobile
objects (dirigibles with hanging tents, capsules and mobile homes)
and technological objects to create a city of information consumption,
intended for a population in motion. The first stage of an information
network, of education, leisure and facilities, Instant City transforms
architecture into and event.

The Instant City was the sequel of a series of Archigram’s projects: The
Living City of 1963 is “not a blueprint for a city”. The aim is to capture
a mood, a climate of opinion, to examine the phenomena of city life, to
create awareness within the spectator of himself, his attitudes and the
significance of the throwaway environment about him. Living city takes
the form of a complete structure, an organism designed to condition
the spectator by cutting him off from the everyday situation, where
things are seen in predictable and accepted relationships. This city
stimulator is a “conditioning chamber, like the cormner of some giant
brain or analogic computer, and has compartments we have called
“Gloops”. Each gloop defines an area of basic constant and reasonably
predictable fact. Man, Survival, Crowd, Movement, Communication,
Place, Situation: all contributing and interacting one on another and



sum totaling to Living City.”

The Plug-in City evolved from several smaller earlier projects, which
had suggested the idea of replac eable dwelling units, plug-in offices,
and a diagonal megastructure containing elevators. It pulled together
a series of seemingly disconnected notions, reinforcing and qualifying
the theme and eventually suggesting a total project — “a portmanteau
for several ideas”. The Plug-in City is set up by applying a large-scale
network-structure, containing access ways and essential services, to
any terrain. Into this networks are placed units, which cater for all needs.
These units are planned for obsolescence. The units are served and
manoeuvred by means of cranes operating from a railway at the apex
of the structure. The interior contains several electronic and machine
installations intended to replace present-day work operations.

Architecture is only a small part of city environment in terms of real
significance; the total environment is what is important, what really
matters. The object was to determine the effect total environment has
on the human condition, the response it generates — and to capture, to
express, the vitality of the city. We must perpetuate this vitality or the city
will die at the hands of the hard planners and architect-aesthetes.

The re-creation of environment is too often a jaded process, having to
do only with densities, allocations of space, fulfilment of regulations; the
spirit of cities lost in the process.

Through the intellectual tradition of these idealists, western culture saw
their revolutionary future as a point in time underpinned by human-
centred technology. A rational and healthy civilization in which needs
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PEARANCE OF ARCHITECTURE, WHICH WAS

I INSTANT CITY CONSUMMATES THE DISAP-
TRANSFORMED INTO ENVIRONMENT.
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were met, environment and leisure were chief and from which collective
activity could emerge - such as cinema-going, recreation, entertainment
culture and games - were paramount. Yet, for Archigram, the Situationists
and the Superstudio, architecture was also the instamatic camera,
the photobooth, and the collage. Photography, film and video worked
to represent the contemporary world and one’s life in it. Media was
in the hands of the modern masses and architecture was no longer
the privileged structuring of space according to the dominant classes,
but the playful expression of an urbanism in which everyone would
participate.

Claude Parent stated that “Architecture will re-become the domain of
proof. It will be indisputable, undisputed. It will no longer refer to the
domain of the avant-garde. It will be. People will recognize it as theirs.
The other arts will find in it both coherence and reality.” However, these
among other architectural designs of the period were rarely realized,
being primarily utopian manifestos, taking place mainly on paper and
models, not on the ground.

At this point, it would be meaningful to briefly analyze the term “utopia”
and its history. Utopianism — the concept of an ideal and perfect
society — is generally considered to be one of the oldest varieties of
western thought. But the formal literary utopia invented by Sir Thomas
More added something new: it launched a distinctive tradition of social
thought, which has been one of the most powerful and pervasive forms
of social theory in the West.

Krishan Kumar, the historian of utopias, explains: “Utopia has been a
subversive form: that is perhaps the first point to make in “mapping”



S8Kumar, K., (1991), Utopianism
(Concepts in Social Thought),
University of Minnesota Press

utopia. The very incertainty over the intention of the author —is this satire”?
Is it wish fulfillment? Is it a call to action? — has provoked authorities to
blanket suppression.®

The word “utopia” was coined by Thomas More (1478 — 1535) as the
name of the imaginary country he described in his book published in
1516. More'’s idea of utopia is the product of the Renaissance, a period
when the ancient world (namely Greece and Rome) was considered
the peak of mankind’s intellectual achievement, and taken as a model
by Europeans; but it was also the result of a humanistic logic, based
on the discovery that the human being did not exist simply to accept
his or her fate, but to use reason in order to build the future. Out of the
ruins of the medieval social order, a confidence in the human being's
capacity emerged — not yet a capacity to reach a state of human
perfection (which would be impossible within a Christian worldview,
as the idea of the Fall still persisted), but at least an ability to arrange
society differently in order to ensure peace. This broadening of mental
horizons was certainly influenced by the unprecedented expansion of
geographical horizons. More wrote his “Utopia” inspired by the letters in
which Amerigo Vespucci, Christopher Columbus and Angelo Poliziano
described the discovery of new worlds and new peoples; geographical
expansion inevitably implied the discovery of the “Other”.

More used the emerging awareness of othemess to legitimize the
invention of other spaces, with other people and different forms of
organization. In order to create the new word needed in order to describe
this new situation, More resorted two Greek words — oLk (which means
not and was reduced to u) and topos (place), to which he added the
suffix ia, indicating a place. Etymologically, utopia is thus a place, which
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is a non-place, simultaneously constituted by a movement of affirmation
and denial. In the end of his book, More creates also the word Eutopia
(deriving from the Greek gv — meaning “good” or “well” — and topos,
that is “place” as already mentioned), which means: the good place. By
creating two words-concepts, which are so close in their composition
and meaning, as well as in their pronunciation, Thomas More created
the duality of the meaning of utopia as the place that is simultaneously
a non-place (utopia) and a good place (eutopia).

It is a fact that More did not invent utopianism (considered as the
aspiration to a better life), as it has also been present in the ancient as
well in the Christian traditions (for example in Plato’s “Republic’, and
in St Augustine’s “The City of God”). However, while Plato does not
go beyond mere speculation about the best organization of a city and
St Augustine’s ideal is projected into the afterlife, in More's concept of
utopia, there is the tension of the affirmation of a possibility.

Henry Lefebvre makes a distinction between “utopian” and “utopist”.
Utopist thought, claims Lefebvre is concemed with abstract utopia
and explores the impossible, while utopian thought is concerned with
concrete utopia that aims to “liberate” the possible.

Although the abovementioned projects were in the sphere of
utopianism, they became part of the architectural history though, since
what they actually asked was what the “consumers” really wanted from
architecture, what exactly architecture is. Simon Sadler states (regarding
Archigram)®” that one of these architects’ accomplishments was to
reorient architecture toward changing social and ideological patterns,
recognizing that individualism and consumerism were the prevalent

57Sadler, S, (2005),
Archigram: Architecture without
Architecture, MIT Press Ltd



postwar European and American social movements. Socialism had
eamed a tenured place in mainstream European politics, and radicalism
made impressive breakthroughs, as in 1968, but the collectivity and
state control that informed the ideclogy of modernism from the 1920s
to the 1950s generally lost their allure.

None of the early utopian ideals of the twentieth century has materialized,
its social aims have nor succeeded. Blurred by reality, the ideals have
turned into redevelopment bureaucratic policies. The split between
social reality and utopian dreams has been total, the gap between
economic constraints and the illusion of all-solving technique absolute.

Situationists were certain that they had a set of revolutionary devices —
psychogeography, drift, détournement, situations, and unitary urbanism
— but were unable to arrange them into a coherent program. It was never
made clear, for instance, whether unitary urbanism was a project for the
here-and-now or for post-revolutionary society, nor indeed whether it
was simply a metaphor for a better world.

Most of the architecture and spaces that were endorsed by situationists
existed by chance rather than by design: back streets, urban fabric
layered over time, ghettos. Perhaps situationists exemplars could
not adequately by synthesized, abstracted, or even “détourned” —
only preserved the passing of time itself being an architectural agent,
the fourth-dimensional attribute of use, weathering, and legend that
psychogeoghraphers keenly noted. Probably most situationists realized
the near-impossibility of constructing truly situationist architecture.

The situationists assumed that anyone who has really lived understands
psychogeography and that anyone will understand it once they have
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experienced real life. This simply assumed that we all want the same
things from the city, and that our experience and knowledge are
homogeneous; in short, that we are the sort of person that was attracted
to the Sl or that we should be that sort of person. Situationists’ writing
was full of such assumptions.

The creation of personal senses of place, sheltered from the endless
energy of the public domain, was almost entirely refused by situationist
collectivist dogma. Constant only allowed places for temporary privacy
and rest in New Babylon, denying us space for permanent private
habitation and ritual.

During the early 1990s architects became seduced by the potential
of cyberspace. Computer technology had advanced to the stage that
urgent debated were held about whether it was possible to create a
spatial architecture that would exist purely in the virtual world. Nowadays
computed-aided design is commonplace. A future is envisaged when
architects will no longer be constrained by mass production and the
limitations of standardized factory components. Forms that could only
be dreamed about in the 1960s are now becoming realizable with the
help of specialist software and computer driven machine tools. In the
postindustrial, informational, globalized age, many of the marvels that
all these architects predicted eventually became accessible through
the screen of the computer. Architecture today rolls, flows, inflates,
breathes, expands, multiplies and contracts, finally hoisting itself up,
as Archigram predicted in the early 1960s, to go in search of its next
user. Today, we have the means to realize their visions using the new
construction material provided from our technology-time: information.



We live in an information society: after the digital evolution, we are in
the midst of the period where cyberspace, virtuality, biotechnology and
even nanotechnology all have a potential impact on architecture.,

Architects have thought in terms of utopia and ideological program.
They have thought in terms of transgression and formal play. The virtual
introduces another style of thought. It has nothing to do with an ideology,
a belief in an encompassing order, real or utopian. It thinks in terms of
arrangements of body and soul, irreducible to any such symbolic order,
any such law of possibilities.

Concluding our discussion of the history of experimentation and utopia
in architecture, we would like to stress that the extended reference
to all these paradigms (most of which are already part of the history
of architecture), was mainly done in order to then juxtapose to these
pure utopian projects, our experimental urban prototypes, which will
be presented in chapter 4. Through this thesis, and the experimental
prototypes that come along with it, we want to insert chance where
there is only probability. In the 60s, utopias were deployed, but no
realistic urban behavior models. Few of these projects manifested
themselves three-dimensionally or with such flair, We demarcate the
utopian projects of the 60s: we make no closed utopias; we rather live
from the moments, which are constantly actualized.

The idea is to create architecture that is free, because it is
neither ideal, nor impossible.
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02.5
Virtuality in
Architecture

As already mentioned, it is difficult not to mention the notion of virtuality
when talking about experiment and utopia in architecture. It is therefore
indispensable to unfold also the different aspects of the term virtual and
how it affects architecture.

We experience at present a technology leap of the microelectronics, into
which the information and communication technology are embedded. It
is a technology breakthrough, comparable with that of the invention of
printing and the introduction of electricity. There are technical innovations,
which have changed fundamentally the working sphere, the education
and the society.

If the processing capacities of digital media were widely embraced by
architecture in the 1950s and 1960s, the most recent generation of
information technology has radically transformed the discipline once
again. Research into the earlier, historical turn to electronic technologies,
however, offers not only prehistory of contemporary interest in information
technology and virtual space, but also important lessons regarding their
historical and political implications in architecture.

Exemplifying an earlier engagement with new technologies — not only
structural, but cybemetic, information, and transportation technologies —
the work does seem relevant to a contemporary condition characterized
by the capitalist project of globalisation, expanded media networks, and
increasingly immaterial forms of labor and aesthetic practice.

Communication is the driving force behind a new phase of architecture
and that is a fact linked to the [T revolution. It is an aspect that is often
underestimated and misunderstood. Information is the real added value
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of any product. And what makes it competitive is the real added value.
Information also means narration, image and design.

A lot of discussion takes place nowadays regarding the term virtual.
What is the idea of the virtual as multiple potentials for new connections
or unseen relations?

A starting point lies in the distinction drawn by the philosopher Gilles
Deleuze between the virtual and the possible, or the actualization of the
virtual and the realization of the possible. It is part of a larger attempt to
understand the notion of potential outside the given identities of form,
function, and place, and it leads to the principle that the world that is
best is the most “‘multiple”, the most virtual.

Gilles Deleuxe uses the term virtual to refer to an aspect of reality that
is ideal, but which is nonetheless real. An example of this would be the
meaning, or sense, of a proposition, which is not a material aspect of
that proposition (whether it be written or spoken) but is nonetheless an
attribute of that proposition. Deleuze’s continental philosophy concept of
the virtual has two aspects: first, we could say that the virtual is a kind of
surface effect produced by the actual causal interactions, which occur
at the material level. When one uses a computer, an image is projected
on the monitor screen, which depends upon physical interactions going
on at the level of hardware. The window is nowhere in actuality, but
is nonetheless real and can be interacted with. This example actually
leads to the other aspect of the virtual, which Deleuze insists upon,
which is its generative nature. The virtual is here conceived as a kind of
potentiality that becomes fulfilled in the actual. It is still not material, but
itis real.
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The virtual is thus not an abstraction, a generality, or an a priori condition. It
doesn't take us from the specific to the generic. It increases possibility in
another way. And this is that it mobilizes as yet unspecifiable singularities,
bringing them together in an indeterminate plan.

The actual and the virtual are thus not logically congruent or
commensurable. Actualization is never in the image of the virtual force
that it effectuates. Unlike the possible, whose realization always leaves
us the same, the virtual is something we must always experiment and
work with in order to see. It confronts us as with a question or problem
to which we don't know how to respond in advance.

Henri Bergson, over 100 years ago left us a conception of virtuality
much different than what is understood today. Our modern notions have
been deeply ingpired by the technology of the computing device.

— But is virtuality reducible to the rinse of the digital media, in all its
various configurations? - His conception of virtuality was more profound
than the standard notions we have today.

Bergson though stated that perception is virtual action. This concept
was embedded within a model that established the relationship
petween subject and object in terms of time. For Bergson, the virtual
is synonymous with intuition. He remarks that: “In concrete perception,
memory intervenes, and the subjectivity of sensible qualities is due
precisely to the fact that our consciousness, which begins by being only
memory, prolongs a plurality of moments into each other, contracting
them into a single intuition”.*®

According to Bergson, perception is prior to any conscious activity of
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choice. Itis an automated, motor process, a special and primary function
of memory: “There is no perception which is not full of memories. With
the immediate and present data of our senses, we mingle a thousand
details of our past experience”.®® The interpretation of memory with
perception is a process in which memories are transformed from their
nascent state into an active state intermingled with the action in which
perception is engaged. In this state, a memory is said to be actualized:
“A...memory only becomes actual by borrowing the body of some
perception into which it slips”.® By “body” Bergson means not only a
‘shape” in a spatial sense but, above all, in a temporal sense: as a line
of movement which the actualized memory follows and enhances. This
temporal depth is, more than anything else, the vital service memory
provides to perception.

The immanent intersection between perception and memory designates
the virtual. But there is more to the intersection than the provocation
of memories projected into perception. Bergson closes the gap,
so that perception is returned with a virtual memory — image of itself
instantaneously and continuously. As its most immediate point the virtual
is like a mirror that distorts perceived objects in a halo of temporality.
This is what Deleuze means by “a more profound, internal repetition
within the singular”.?” The origin of the virtual is thus fully immanent
and its development is directed toward the perception it reflects. The
virtual memory image that moulds over the perception, infusing it with
qualities and temporal depth, is what Deleuze calls a “virtual object”.
Gilles Deleuze uses the term virtual to refer to an aspect of reality that is
ideal, but which is nonetheless real.

Ibid
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Both Bergson and Deleuze build their conception of the

,, virtual in reference to a quotation in which Marcel Proust
defines a virtuality, memory as “real but not actual, ideal but
not abstract”,

A dictionary definition written by Charles Sanders Peirce gives striking
support to this understanding of the virtual as something that is “as if” it
was actually — real and the everyday usage of the term to indicate what
is “virtually” so, but not so in fact.®

What would it mean for the virtual to be part of the very idea of
construction?

Before we answer his question, we should explore ways in order to
collect the required information.
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02.6
Resuming this
chapter
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In this chapter, we reviewed the role and use of the conventional
architectural materials, such as earth, wood, metal, glass and concrete
and argue that information is such an important element of today, its
presence is so requisite in the architectural production, that is can be
considered the sixth of the main construction materials.

Since our theoretical research is in constant interaction with experimental
projects, an analysis of paradigms of experimentation, utopia and
virtuality in the architecture of the 1960s and 1970s was also provided.

In the late 1960s Foucault described a discipline as a “field in which
formal identities, thematic continuities, translation of concepts, and
polemical exchanges may be deployed”.® But he understood that
‘regularities” in such a field were not only as a homogenizing force,
but also as a force of difference. His disarticulation of a discourse’s
regularities from its historical context — regularities being understood
neither as fixed or universal (extrinsic to history, like a “great, unmoving,
empty figure”) nor as a fully determined by their time — suggests that
architects’ investigations into the formal and critical strategies of
experimental architecture might take account of more complex political
relations between design and historical forces, as well as between the
discipline’s past and its present.

Since the further goal of this dissertation is to use these experimental
prototypes in order to extract the information needed — the par excellence
core material intoday's architecture —we devote the next chapter, chapter
3 in analyzing the conceptualization of information in architecture, its
forms, as well as the possible ways in order to approach it.
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Information is increasingly recognized to hold a critical role in the theory
and practice of new architecture and the new urban environment.
Borrowing from Antonino Saggio we could argue that information has
indeed become “an essential component” of today's architecture, as
well as of the overall built environment.®

There exists arange of ways, through which, this essentiality of information
as an architectural component is realized. Firstly information, by nature
and character has the ability to become a tool for communication that
is a tool for interaction and knowledge sharing. It allows for buildings to
tell a narrative story and thereby educate, entertain or advertise, while
at the same time information also allows users to project to buildings
their intentions and purposes of actual and potential use. As such,
information acts as a communicative tool, which architecture employs
to interact with its users. Secondly, information has the ability to prompt
architects into developing buildings and spaces that are somewnhat
more “conscious of the changes in the operational and social framework
caused by information technology and capable of expressing this
revolution”.%® Finally and closely related to previous paths, information
becomes a production infrastructure.

As a concept, information comes into a world trailing clouds of glory.
It would not be an exaggeration to argue that it is a requirement of
our survival, since it permits the necessary exchange and interaction
across a spectrum of different entities, levels and contexts, from those
between individuals or groups of people, to those between people and
theirs surroundings, or even those between the soundings, people and
the overall environment. Perhaps owing to this wide ranging and all-
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encompassing character, there exists a fundamental ambiguity in the
use of the concept of information and importantly in the ways identified
for its extraction among the theorists and scholars of the concept of
information. Indeed, T. S. Eliot's choruses from “The Rock” (1934) seem
to be appropriate when asking “where is the wisdom we have lost in
knowledge? Where is the knowledge we have lost in information?”

In this chapter we address the core theoretical question of this thesis
namely the extraction of information and the available theoretical and
applied methods to this end. Given the multidisciplinary and most critically
extensive nature of the subject, our analysis focuses on specific strands
of the literature and attempts to identify a number of core assumptions
from different approaches in order to build a theoretical basis for our
experimental research.

The objective of our analysis, in other words, is not to delve into the full
theoretical depths of the concept of information and its collection. Rather,
and most importantly, in view of the specific context of this theoretical
endeavour — namely the role in and the extraction of information in the
context architectural praxis — the objective is to synthesise existing
approaches into developing a foundation for our experimental research.,

This chapter deals with the information as a concept but also as an
objective, and explores the alternative ways in which it is used and
employed by different disciplines.

Giventhatthe primary concernof ourresearchis notmerely to understand,
but critically extract the information, in this chapter we also explore the
different types of information, namely the obvious, the apparent one and
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the implicit information. We argue that our aim should focus in deriving
the unforeseeable, the implicit information. Therefore, we first analyse
the theoretical approaches to the collection of information and then
we discuss our proposed procedure in order to gather the requested
information. Since we cannot approach the collection of information
theoretically without considering to the philosophical approaches to the
notions of mimesis and dialectic, we inevitably “trespass” the boundaries
of other disciplines, like philosophy and social science. Nevertheless,
as also emphasised in our introduction, this philosophical analysis is
strictly limited to the framework of this thesis. In other words, while
borrowing from philosophy, this thesis retains its character of a thesis
on architecture and therefore it is only the disciplines of theoretical and
applied architecture, where we really deepen into.
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Information, the word itself, but also its meaning and concept has
been a matter of study across all kinds of diverse disciplines. Despite
the interest that it has attracted, however, it appears that there is no
agreement, or indeed, consensus among analysts and the scholars over
the exact meaning of the concept. Considering the enormous breadth
of its expressions, attributes and applications the inconclusiveness over
exact meaning of information is somewhat not surprising.

In the field of the mathematical theory of communication for instance,®”
information is approached purely as a physical phenomenon. The
central question in this strand of the analysis lies in whether and how
much uninterpreted data can be encoded and transmitted efficiently
by means of a given alphabet and through a given channel. As such
in this case, importance and emphasis lies not as much in identifying
the meaning, relevance, reliability and usefulness of interpretation of
information, but rather in achieving the finest the level of detail and
highest level of frequency.

Philosophical approaches on the other hand, give to information a more
semantic context.

Indeed, (the concept of) information takes key and even catalytic role
in the analysis of several philosophical problems. However, again
there appears to exist no single, unified defintion of it. The Cambridge
Dictionary of Philosophy defines information as “an objective (mind
independent) entity. It can be generated or carried by messages (words,
sentences) or by other products of cognizers (interpreters). Information
can be encoded and transmitted, but the information would exist
independently of its encoding or transmission”,®® whereby even in this
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explanation, the variety of the information components is not clear.

We have repeatedly stressed that this thesis focuses on the concept
information solely in its relation to architecture. We recognise, however,
that information in its many forms and concepts is somehow cross
disciplinary, which would suggest that a definition given to information
according to a speciffic discipline (in our case architecture) may articulate
or prompt also the conceptualisation of information expression in
another. In this context, Luciano Floridi argues that
“‘information is such a powerful and elusive concept that, as an
, , explicandum, it can be associated with several explanations,
depending on the cluster of requirements and desiderata that
orientate a theory”.%

Given the above, and concentrating in the information that is directly
relevant to architecture, we borrow some of Aaron Sloman'’s reflections
on the matter that he presents in his article “What's information, for
an organism of intelligent machine? How can a machine or organism
mean?”°
Sloman compares information with energy, in the sense
,, that as concepts both information and energy are rather
indefinable, since there is no way of writing down an explicit
definition about them.

However, he argues neither that this shortcoming in defining the two
concepts means neither that the words are meaningless nor that we
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cannot say anything useful about them.

Concemning information in architecture though, the overwhelming
majority of the relevant bibliography associates the use of information
in architectural praxis with the use of the information technology in
designing and producing architecture, a tendency so widespread over
the last few decades. Increasingly, contemporary architecture focuses
on integrating and embodying through its works the complex system
of relationships between territory, society and the human beings who
inhabit it. This formidable undertaking rests heavily on the real conceptual
basis of architects’ praxis. In other words, what really matters is not
simply the construction of a single work, but the architects’ attempt
to represent and interpret the reality, as they perceive it. Central in this
overall effort is information, and how each practitioner extracts it from
their surroundings (territory, society and the human beings) and thereby
employs it to develop their own representation and interpretation of
reality. This approach is to a larger or lesser extend applicable to all
architectural praxis, and has been reinforced in recent years by the
acceleration of digital information exchange. The ever faster flow of
information in digital form, not just as technology, but as a system of
thought is of vital importance and should be emphasised. However,
it can amplify reality by putting different experiences and traditions in
relationship to each other, so that they can be simultaneously confronted
with collective memory.

In due recognition of the above reasoning, we distinguish our approach
in that the focus of our research lies on non-digital information collection
methods. Borrowing form Sloman’s,” “in order to understand the
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concept of information, we make use of it". Thereby, we attempt to
collect samples, bits or reality, not through digitalised methods, but
through experimental prototypes, namely devices that can collect
and record the unforeseeable information from the individual and from
collective memory. That said, it should be recognised that as a starting
point, the whole procedure sometimes borrows from digital media their
mental aptitude, which aims in a spatial intervention in the landscape.



03.3
Apparent and
implicit infor-
mation

In this section, our analysis turns to alternative aspects in the nature
of information as relevant to architecture and architectural practice.
To address this issue, the analysis distinguishes between two broad
ypes of information, namely the apparent and implicit information. The
characteristics and implications of each are elaborated further below.

Apparent information in architecture can be understood to contain all
information that is given. In this context, it consists of all environmental
conditions such soll, climate, natural disasters, and other, as well as social
and political conditions such as ideologies, regimes, and needs of the
period as these are reflected in the rhythm of every period, including its
style. In other words, apparent information contains the information that
represents the spirit of the times (Zeitgeist) as this is expressed through
architecture. Apparent information is indeed critical in understanding the
shape of the world. Notwithstanding its importance, this thesis maintains
of the existence of a further type of information, namely that of implicit
information. We argue that while the apparent deals with what is given,
the implicit addresses what lies beneath. In other words, it consists of
the bits of information that people may not even know to possess. This
would mean that it can be subconscious, or indeed unrealized, which in
turm gives it additional value in developing insight into the shape of the
world and thereby for architectural praxis.

Apparent information, as defined above, is in essence the
basis of traditional architectural theory.

Starting with given facts about the environment, and the spirit of the
times, traditional theory decodes architecture by identifying factors that
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drastically influence its development throughout its history. Understood
in this way, architecture’s effects — the range of conceptual and practical
possibilities it both enables and limits — as well as the irreducible affects
it presents are a valuable index of the historical and social situation itself.

The natural environmentis afactor somehow objective and unchangeable
for every place, at a given time. The soil and its layers, the slopes,
the views and the boundaries guide and confine in a number of ways
the conduct, approach and final outcome of the architectural praxis.
At the same time, the climate strongly directs and thereby becomes
reflected on the typology and the form of the built environment. The
materials that are in abundance in a place and their specific expressive
and constructive potential have always influenced the architectural
expression,

The religious and political ideclogy (or their negation) have also always
been reflected in architecture. Aimost in every historic period across
the world, the most prominent buildings have been the ones related
to religion and its practice. On the other hand, in authoritarian and
totalitarian regimes, it is the state buildings and national monuments that
attract respect and attention.

The socioeconomic circumstances have always influenced architecture
and urban planning, which is rather logical, taking into consideration
that people build not only in order to cover their direct viable needs, but
also in order to support or project their social status. Social structures
and financial systems are directly reflected on cities and generally the
built environment. The manners and customs of a folk (which derive
directly from its social structure, its culture and its ideoclogy), also
affect architecture, especially when it comes to dwelling. Analyzing



architectural work becomes almost impossible if we ignore the financial
circumstances that dictated its realization. It is commonly accepted that
architectural activity is inextricably linked to economic circumstances.
Throughout history, expansion in architectural development has always
coincided with periods of economic growth.

Theforgoing dictates the most commonly employed sources in extracting
the apparent information either with view to study the architecture of the
past, or to conceptualize future architectural elements. Nevertheless,
the spread of globalization nowadays has brought an expansion of
horizons beyond natural borders (economic, political, technological),
and with it also an increased sense of vulnerability as one is open
to factors and phenomena outside the national borders. History has
witnessed numerous episodes and forms of globalization and the
multiplication of cross border interaction, through the expansion of
networks of power, trade, and transportation in all parts of ancient
world or indeed in more recent years the invention of the telegraph,
the telephone, as well as innovations in maritime, railway and airway
transportations not to mention the promotion of international commercial
codes and the harmonisation of weights and measures in the 19"
century. Nevertheless, what may be considered as having a catalytic
importance today is the prime role assigned to information.

While the movement of ideas was key in all earlier globalisation
episodes, today the speed, magnitude and ease of information
exchange (through the digital reality and communication revolution) has
helped in magnifying even more the sense that we live in a globalised
world.
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This new reality, combined with the worldwide movement of
populations renders most of the above-mentioned factors
related to apparent information rather uncertain.

The weather conditions of a particular place may not be as decisive, if
one accounts for electricity and artificial temperature controlling systems
(air-conditioning etc.) The construction materials also are not necessarily
geographically limited anymore, not only owing to the ease of trade and
transportation but especially since the revolution of the concrete. The
movement of the people through voluntary and involuntary immigration,
but also owing to the expansion of tourism has the potential to alter
the traditional social and ideological manners of a population. Finally,
financial and economic integration is deepening more than ever before,
as also attested by the recent global economic crisis.

In this framework, it is clear that the apparent information factors are no
longer so trustful, which in turn makes it even more difficult to discover the
real user’'s needs, the information hidden behind the statistics factors. In
order to seek and extract the information regarding the dormant people’s
needs, we need first to address a number of methodological questions.

A key issue that needs to be understood from the outset concerns
the identity of the user — namely who the user is, to whom we as
planners address. Nowadays, the typical characteristics that used to
be attributed to nationalities, social classes or even religious groups
are neither so localized, nor so intense as before, primarily due to the
population movements that alter the recipient society, and secondary
due to the worldwide facility in moving around the world or having
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access to every other existing cultural belief, not to mention the changing
form of the economical circumstances that incessantly generates new
social relationships. Thereby, it becomes obvious that a classification
of needs calculated in relation to an imaginary average man (a typical
representative) opens up No prospects of substantial research.

An altemative that Giancarlo De Carlo proposes in his essay
‘Architecture’s public”? is "to opt for a concrete condition of society
identifying a particular type of user — in this case the discovery becomes
a political operation”. But as De Carlo himself then states, this procedure
opens up No prospects of substantial renewal since it does not take
into account the fact that completely different social activities (which
may occasionally also be in many ways opposed) can be of diverse
importance depending on whether they are considered from the point
of view of those with power of those without.

Juxtaposing to this, Tim Richardson and Stephen Connelly set out
in their essay “Reinventing public participation: planning in the age of
consensus’™ the argument regarding the possibility of consensus,
emphasizing on the need to understand pragmatic consensus, that is
how consensus is built and used. In this framework, it is essential to
address challenging ethical and practical implications, in order to pay
attention to the quality of public participation and not just uncritically
support the field of rash participatory activity.

A way forward, which would address the above considerations, would
be to develop a toolkit of participation techniques, and increasingly
engage a larger number of people. Nevertheless, the mere involverment
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of an ever-increasing number of people through some participation
toolkit does not automatically lead to a qualitative form of participation
and in this sense participation does not necessarily lead to consensus.
As Richardson and Connelly also point out "if planning is to be inclusive
and just, it needs to engage critically with participation as a means of
working with differences of interest. Planners need to be ready to pursue
overall aims of social and spatial justice in a milieu of conflict, rather
than expect to find consensus every time they launch a participatory
process”.”

Given the foregoing analysis, interest should lie primarily not simply on
the given and apparent information, but rather on the implicit one. This
thesis is primarily concermned in investigating the user’'s needs, and how
they can be translated into architecture. Since this procedure is not
only a prerequisite of the process, but also a matter of focusing basic
choices, in order to first determine who the user is, it is important to
ensure qualitative participation through random involvement. As such,
it is critical not to categorize the participants in representative groups,
social or age classes and so on, since the objective is not necessarily
to generate statistics. In other words, the research method here is rather
qualitative, than gquantitative. And that is because it is the qualitative
research method that allows us to explore attitudes, behavior and
experiences and attempts to get an in-depth opinion from participants.
Through the qualitative research, we gain an understanding of underlying
reasons and motivations, as well as we provide insights into a setting of
a situation, generating ideas and hypotheses. The aim of this research
is to develop initial understanding and sound base for further decision
making.
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Borrowing from Shannon’s argument that a single concept of information
would hardly address satisfactorily the numerous possible applications,”
we maintain that information could be enriched through the involuntary,
unasked, or even unforeseeable information.

Nowadays society is multifaceted, incessantly changeable
+ and therefore full of dormant energy that needs to be
extracted.

The variety of society languages (in literal and metaphorical sense)
raises the questions of communication between that variety in actual
languages, namely the question of the negotiation and translation
between the social speeches.

In the frame work of this social discrepancy, it is indispensable that
planners and architects must engage in a continuous quest, which
would involve incessantly translating, as well as invent alternatives
in order to bridge the sound-picture continuum of the cities and the
constantly occurring of urban misunderstandings. The goal of these
translations and the study of the associated potential and limits within
languages is not the production of a durably valid dictionary, which would
suggest the possibility of a translation which can be simply attained into
the manual of architecture and town planning. What is to be achieved
is to listen to them and to register so far not noted events, thoughts
and stories. In other words, to develop a model for noting voices, for
listening and translating also the often voiceless expressions within the
urban language tangle.
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It is in this area that this thesis aspires to contribute. In particular, it
focuses on the implicit and involuntary information, which participants,
as already argued may not even know to possess. It is recognized that
our consideration rests on the assumption that the implicit information
although not known or not yet identified, it is in fact there. This is indeed
a fairly strong assumption. However, we maintain that this does not
necessarily represent a limitation to our analysis. This is because the
absence of the information, the void that it leaves open through its non
existence is in fact a finding in itself.

With these considerations in mind, this thesis aims to discover the
dormant information that participants may have, allowing them to realize
their right to express themselves. It is this acknowledgement that directs
to provoking a direct participation and measuring all the subversive
conseguences that this implies. This is discussed further in our next
section.



03.4
Theoretical
approaches to
the collection
of information

Information has been a subject of study and analysis across all or nearly
all disciplines. Given the very nature of the concept and its implica-
tions, information is of interest in all fields of science, from philosophy to
mechanical engineering, from economics and medicine, to psychology
and sociology, from architecture to mathematics and biology. It could
be argued that in most cases information is taken as something given,
or in other words as a fact (or set of facts) with certain characteristics
that in turn are interpreted to provide certain results for the verification
or contradiction of theoretical assumptions. In this context, irrespective
of the focus of the study or field of analysis, the core questions that cut
across all disciplines can be broadly grouped into addressing:

o the nature of information
o the ways of extracting it
o the methods of its interpretation

For the purposes of our analysis, this section focuses on the second
question, namely the collection or extraction of information. The scope
of this question is indeed quite extensive, most of it lying beyond the
span of this thesis. Our interest lies primarily in the available theoretical
tools that can be employed and applied in collecting information for the
purposes of architecture and architectural praxis. Given this, we focus
on the concepts of mimesis and dialectic, as initially developed by Plato
and Aristotle and later on developed further by others not only in the
field of philosophy, such as Hegel in the early 19" century and Jacques
Ranciéere today, but also in other disciplines and in different forms, like
Claude Shannon in the field of mathematics and engineering.
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Both terms (mimesis and dialectic) have been subject to different
interpretations. Inbroad terms, mimesis refers to the act of representation,
namely the exact (or not) mirroring of a situation, thereby providing
specific facts that reflect it. Dialectic, on the other hand, is essentially
based on the principle of interaction. It is concermed much more with the
extraction of information through dialogue and conversational discourse.

In this context, it is clear that the two terms (mimesis and dialectic) have
particular and direct relevance to architecture and its relationship and
interaction with people (its users) and the wider environment.

Being a creative form of art architecture could be argued to
+ be mimetic, as are all the creative arts.
In other words, it attempts to reflect (mimic) the needs and demands
of its environment and users as it (the architecture), or its practitioner,
perceives and understands it. However, and as argued repeatedly in
this thesis, architecture is constantly changing and in constant dialogue
with its users and environment. In other words, its transitory nature is
also dialectic, since throughout its life (from concept and design to
construction, use and even demolition) architecture and its practice
interacts with the participants and users of the built environment, letting
alone its continuous interaction with the actual environment (the space
it occupies, the sail it rests upon, the volume that it fills). The choice
therefore of the two concepts is critical, as it allows us to approach the

collection of information in architectural praxis from different angles and
considering diverse parameters.
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Starting with the concept of mimesis, while various thinkers have reflected
upon its meaning throughout history, the first comprehensive analysis
of the concept traces back to Plato. Specifically Plato maintained that
mimesis consists of the servile copy of the outer reality, thereby offering
little value to objective analysis. Being primarily concemed with art and
poetry, Plato criticised their methods as being mimetic because they
discouraged debate and any type of argument. In The Republic, Plato
maintained that this type of communication is limiting when applied to
a system that should be based on a much more precise method of
communication and classffication, favouring an investigation into the
facts and objective principles of reality.

On the other hand, Aristotle, while accepting the reservations of mimetic
form as regards to the objective principles of reality, viewed that this
contained no contradiction. The mimetic form, Aristotle argued deals
by definition with an invented reality, that is a reality developed by the
practitioner (artist or poet) as related to the recipient (audience) and
depended on the given circumstances of the day.”” Viewed in this
context, mimesis provides a practical, albeit with given limitations, tool
for analysis.

The finding that Plato and Aristotle have so different reactions regarding
art and its mimetic nature is not surprising, if we accept that the art
imitates (or is supposed to imitate) that reality, whilst both philosophers
have totally different opinions about what reality actually is.

For Plato the physical world, the one we experience through the senses
does not represent the reality — “this tangible world is an imperfect
reflection of the universal world of Forms”.”® Therefore, art is an imitation
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of an already deficient world and in this sense; it is completely irrelevant
to what is real. This is also the reason why Plato disdains the mimetic
character of art.

Aristotle on the other hand claims that “the world exists in an infinitely
diverse series of parts”.” In this framework, he argues that we should
embrace the particular, in order to gain a sense of the universal, However,
there is no universal system of investigating each part of the whole,
no unique method of inquiry. In his Poetics, Aristotle states that each
person ‘learns his lessons through imitation and we observe that all men
find pleasure in imitations”.®° Art is a manifestation of the human desire
to imitate; and this attempt amplifies Aristotle’s concept of reality. In this
procedure is where the philosopher's curiosity about art comes from.

Aristotle  describes imitation as a creative process of selection,
translation, and transformation from one media to another. Plato on the
other hand claims that the artist is “an imitator who is very far removed
form the truth”,®" but he is experienced at manipulating the emotional
responses of an audience.

Similarly to Aristotle, a more recent pragmatic approach to the mimetic
principle has been put forward by Jacques Ranciere. In his celebrated
Folitics of the Aesthetics Ranciere stressed that “the mimetic principle is
not at its core a normative principle” rather should be consider primarily
as “a pragmatic principle that isolates, within the general domain of
the arts (ways of doing and making), certain particular forms of art that
produce specific entities called imitations”. According to Ranciere the
resulting imitations become stand-alone entities (or facts) and critically
are “extricated... from the ordinary control of artistic products by their
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use and from the legislative reign of truth over discourses and images”.®

Regarding the effect of mimesis, J. Pallasmaa argues that “learning a
skill is not primarily founded on verbal teaching but rather on the transfer
of the skill from the muscles of the teacher directly to the muscles of the
apprentice through the act of sensory perception and bodily mimesis”.#
He goes on by arguing that, in the same way that the capacity of mimetic
learing is attributed to the human mirror neurons, the embodiment of
knowledge and skill continues to be the core of artistic learning.

The foremost skill of the architect s, likewise, to turn the multi-dimensional
essence of the design task into embodied and lived sensations and
images. Eventually the entire personality and body of the designer
becomes the site of the design task, and the task is lived rather than
understood. Architectural ideas arise biologically from unconceptualised
and lived existential knowledge rather than from mere analysis intellect.
Architectural problems are, indeed, far too complex and deeply
existential to be dealt with in a solely conceptualised and rational manner.
Profound ideas or responses in architecture are embedded in the lived
reality of the task itself and the age-old traditions of the craft. The role
of this fundamental, unconscious, situational and tacit understanding of
the body in the making of architecture is grossly undervalued in today’s
culture of quasi-rationality.

By contrast to the mimetic form, according to Plato, the only intellectual
process for dissecting hypotheses and ascending to first principles in
order to obtain valid knowledge is that of the dialectic. The term was
originally associated with the philosopher Socrates’ method of argument
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through dialogue and conversation. According to Simon Blackburn the
Socratic dialectic can be described as “the process of eliciting the truth
by means of questions aimed at opening out what is already implicitly
known, or at exposing the contradictions and muddles of an opponent’'s
position”.® It is though this continuous conversing interaction, Plato
maintained, that knowledge and information is obtained.®

The dialectic is a process, and through its continuous progress it leads
to the further attainment of knowledge. As such, it is based on active
participatory users. It also needs a common ground, while it requires
participants to reflect and engage further. And finally it reaches a point
where a synthesis of ideas is reached.

Throughout the history o philosophical thought, the concept of dialectic
has been a matter of extensive study. Most formidable of approaches
has been the Hegelian dialectic, which refers to an interpretive method
in which there is a thesis, giving rise to its reaction, an antithesis, which
contradicts or negates the thesis, and the tension between the two being
resolved by means of a synthesis. In other words, the Hegelian dialectic
could be understood as giving rise to an outcome (synthesis) through
the constant provocation and its reaction. For Hegel, the purpose of
dialectics is “to study things in their own being and movement and thus
to demonstrate the finitude of the partial categories of understanding”.®

A vital contribution in Hegel's analysis is the transition from quantity to
quality — an important dialectical principle achieved through the tension
of thesis and antithesis and defined as the measure. The measure is
the qualitative quantum; the quantum is the existence of quantity. This
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type of transition, as argued by Mc Taggart and Mc Taggart changes as
the dialectic progresses and advances. They stress that “in a system
in which matter and form are so closely connected, that the gradual
changes of the matter, which forms the content of the system, should
react on the nature of the movement by which the changes take
place”.24 In this dynamic relationship all tools, though their use become
affected and such change or indeed modify their operation and manner
of working through time.

Overall, it should be emphasized that the central foundation in the
dialectic debate is the implicit acknowledgement that what is important
is not the verification or not of the initial assumptions. Above all,
assumptions or doctrines, stands the higher value of the dialogue itself.
Opinions and positions can change, as do the ideals also. However, the
very continuation of dialogue guarantees that the pursuit of knowledge
will continue, possibly reaching new equilibriums in different stages. This
is also why it should be strongly considered the utility of the dialectic for
today, since it provides a model in which the medium is the message.

Summing up our discussion on the dialectical method, it could be argued
that it requires a number of factors to be at play.®® First, it requires active
participation and equal status of those involved. Secondly, it needs the
starting of the dialogue with commonly held views and ideas. Thirdly,
it calls for discussion in order to reach a point of critical reflection in
the participants. Finally it requires the connection of ideas in order to
articulate an informed representation of reality.

In addition to the forgoing rather qualitative approaches to how
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information that leads to knowledge can be extracted through forms of
art, a further important account of the subject has been put forward from
the quantitative modern theory of information as founded by Claude
E. Shannon in his essay “A Mathematical Theory of Communication”
This theory answered on the basic queries of the theory of information
that is to the guantification of the information.

Shannon modelled information as a sequence of facts happening with
certain possibilities, an approach that is opposed to how we understand
the information in our everyday life. What we usually consider to be
‘information” or message are facts, data or testimonies. According to
Shannon’s theory though, information lies in what we don't know. That
is, the most uncertain a fact is, more information comes along with its
actual realization and respectively, the most probable a fact is, the less
information it includes.

According to Shannon, the information contained in any kind of message
could be measured in binary digits, or bit.*® A key measure of information
in Shannon’s theory is known as entropy, which is usually expressed
by the average number of bits needed for storage of communication.
According to Shannon’'s work, the entropy measures the uncertainty
associated with a random variable. That is, the term entropy in this
contact refers to the situation of a system while at the same time it
represents the measure of its disorder, while disorder is by no means an
entirely objective value. Shannon's theory of information altered the way
we comprehend Nature ever since: it cannot be considered to consist
just of material and energy. A third component has been added in the
attempt to comprehend the world that is the information.
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Overall, Shannon’s theory could be understood as synthesising the
core elements of both mimetic and dialectic principles.

His theory quantifies, in the sense of an expected value, the information
contained in a message. This quantified outcome can be expressed
in diverse units of information (e.g. bits), depending on the base of the
logarithm used in its calculations. In this context, the stings of bits used
are like verses for the ancient Greeks, like the “mimetic form exploited
rhythm, meter, and music and achieved the desired psychological
response in the listener’.°! This is because it provides a rhythmic, a
standardised and technical frame for the coding and decoding of
information, thereby enabling a certain interpretation of reality. These
mimetic attributes could in tum be contrasted to the dialectic attributes
entailed in the concept of entropy. Given the randomness identified
with entropy, the units of information will by definition give rise further
units of information. This process can be either synthetic or indeed
antithetic giving rise to further tension, which in turmn provokes transition
progressing the dialectic process.

Shannon’s “Mathematical Theory of Communication” laid out the basic
elements of communication:

An information source that produces a message.

o Atransmitter that operates on the message to create a signal, which
can be sent through a channel.
A channel, which is the medium over which the signal, carrying the
information that composes the message, is sent
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o A receiver, which transforms the signal back into the message
intended for delivery.

o A destination, which can be a person or a machine, for whom or
which the message is intended.



03.5
Extracting the
implicit
information

Given the above analysis on apparent and implicit information and
having in mind that if planning is to be comprehensive and precise, it
needs to engage critically with participation as a means of working with
differences of interest, in this section we explore theoretical approaches
to extracting the implicit information.

As already mentioned, the primary concem of this thesis lies with the
unforeseeable information, the kind of information that possibly not
even the participants know to possess. The procedure of extracting
this kind of information requires focusing in basic choices. This kind
of participation introduces a plurality of objectives and actions whose
outcomes cannot be foreseen. This is not only due to the evolution of
soclety towards the abolition of classes, the population explosion or the
continuing development of technology, but mainly due to the unceasing
information and communication exchange. Today more than ever before
the heraclitian point of view is constantly reaffirmed. That is everything
is constantly transforming the time and space: the transformation never
stops and therefore nothing remains stable from one moment to another
(ta ravta pél — everything flows). This is also why we name the kind of
information extracted through this process unforeseeable.

Changing the whole procedure of extracting information, changing the
whole range of given requested society data opens a process which
has no prescribed itinerary and most likely no final solutions.
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How might it be possible to encourage urban upheavals — “to design
the conditions” rather than “to condition the design”.* Tschumi states
that: “a theoretical concept may be either applied to a project or derived
from it”.%® Quite often, this distinction cannot be made so clearly, when,
for example, a certain aspect of film theory may support an architectural
intuition, and later, through the arduous development of a project, be
transformed into an operative concept for architecture in general,

There is no architecture without action, without activities, without
functions. Architecture should be seen as the combination of spaces,
events, and movements without any hierarchy or precedence among
these concepts.

The procedure in order to arrive to the required information includes
three stages, namely:

o speculation
o provocation
o participation

The speculative stage is based on theoretical (or logical, deductive)
reasoning, as opposed to practical (active, wiling) action. The
distinction between the two can be traced back to Plato and Aristotle,
who distinguished between theory (theoria, or a wide view of a topic, or
clear vision of its structure) and practice (praxis), as well as productive
knowledge (techne).*

Speculative reason is contemplative, detached, and certain, whereas
practical reasion is engaged, involved, active, and dependent upon the

03.5.1

The
procedure:
speculation -
provocation -
participation
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specifics of the situation. Speculative reason provides the universal,
necessary principles of logic, such as the principle of contradiction,
which must apply everywhere, regardless of the specifics of the situation.

If architecture is still in search of a theory, then this theory should focus
on questions of strategy. That is a strategy behind any form and any
program, behind any procedure and any argumentation. Because, it is
strategy that mediates between work and the world, between intention
and attention and that decides on success or faillure of any effort. It
is strategy that — as Foucault has argued — is realized as improving
tactics, but that most certainly implies a subject (an author, a designer,
or a curator), a public, and speculation.® It is strategy that suggests
Rem Koolhaas being “perpetually torn between realism and a kind of
speculative fervor”,% but not in an idealistic way.®

Modern culture, above all architecture, is also such a region of
speculation, of mobile values, of risk and gain, with strategic bears and
bulls, and with magicians. Speculation in this context is not a form of
contemplative and philosophical reflection, but of strategic and risky
acting that produces differences. Thus, the architectural experience
becomes the experience of actions that are organized and strategized
through architecture. Like Bernard Tschumi states in his Six Concepts —
Excerpt from Architecture and Disjunction: “Strategy is the key word in
architecture today”.

Speculation can be understood as subjective manipulation of values in
order 1o reevaluate them. It is strategies of difference that provoke the
break and that provide the new in contrast to the old. The strategies in
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order to create something new remain speculative. They consist of the
continuous, fashionable revaluation of values.

Even in the 1970s, there was an architecture that aimed at “putting
planning back into politics” by promoting freedom, social mobility and
participation.®

The important drive of participation that originated in the 1970s,
has nowadays become the force behind practices that encourage
“‘community participation”, which unfortunately lack specificity and thus
they regenerate stereotypical approaches.® Thus participation becomes
an organized (and potentially manipulated) part of any regeneration
project, and itis accepted uncritically, idealized and centred on concepts
and consensus. This is a typical example of “planning for the people”
and nor “with the people”, what we could call “pseudo-participation”.
Jeremy Till suggests that the question would be

This transformative participation “makes confrontation with difference
inevitable, as the users will bring to the table their personal beliefs. In
the negotiation of the personal with the social, the individual with the
collective, political space emerges”.

Following the idea of Stephen Wright maybe it is possible to have a
“stealth architecture”. This would suggest an architecture which
would deal with architecture-related activities, rather than architecture-
specific ones, which would consider architecture in terms of its specific

‘how to move from it to a transformative participation, how to
suggest a positive transformation of architectural production
that benefits architects and users alike”."®
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means (tools, competences, processes), rather than its specific ends
(constructions and buildings).

Participation, according to Gabriel Marcel “is possible through a special
type of reflection in which the subject views himself as a being among
beings, rather than as an object”.'®

What would it be, this architecture which “crops up in the
everyday” not to give it a form, but to inform it?1o"

Participation is also a formative process. Residents are initiated through
dialogue and interventions into becoming an active part of theirimmediate
surroundings. They start to shape their own policies, to articulate their
own voices and preferences, to organize themselves independently. By
facilitating this process, we might manage to pass on tools that will
allow them to re-shape their world. We learmn together to make do with
the available resources. This energy generated through people acting
out in their own environment should lead to a network of support, a
critical reading of one’s own surroundings and an involvement within the
changes taking place.'®

A participation process should also enable users to constitute
themselves as active-reactive subjects, as subjects in transformation.
Participation should concern not only the realization of sustainable
spaces but also what Deleuze and Guattari have called subjectivation
processes, creative understandings of the subjects themselves in
relation to their environment and the ways they inhabit it. The outcome
of the subjectivation process cannot be planned, cannot be referred
to any pre-existing or projected form of knowledge and power. This
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process is unpredictable as an event., %

+ Within a real participation, the architect should accept losing
control. Rather than being a master, the architect should
understand himself as one of the participants.

For an architect-user, “use” is no longer separated from the design
process. Such a position takes critically Jonathan Hills" assumption that
“‘architecture is made by use and by design”.'®

Lefebvre writes: “The user's space is lived — not represented (or
conceived). When compared with the abstract space of the experts
(architects, urbanists, planners), the space of the everyday activities of
users is a concrete one, which is to say subjective”.

One of the values to be evaluated can be the changing of the involvement
range in architecture practices, what would open a process, which has
no prescribed itinerary and no final solutions. Collective participation
introduces a plurality of objectives and actions whose outcomes cannot
be foreseen. Initially it is possible only to prefigure a line of behaviors and
tendencies to set the process on its way.

The big difference that characterizes the architecture practice in this
process is whether the planning is for the users or with them. When we 1040
plan for people, we tent to freeze the eventual consensus into permanent 1091 U, (2008), Actions of
fact. But if we plan with people, consensus remains permanently open. Architecture:  Architects ~ and
It is renewed by interaction with the project along its existence and, ~ Creative Users, Routledge

. . I . 106 efebvre, H., (2007), The
reciprocally, it renews the planned event by adapting it to the redefined Production of Space, Blakwel
demands. Publishing, Oxford



Participation transforms architectural planning into a process. This
process takes place in three phases: discovery of the users’ needs,
formulation of a formal and organizational hypothesis and actual use.
The three phases not only follow sequentially but can often also have a
cyclical relationship.

The discovery of the users’ needs is not only the prerequisite of
the process but also a matter of setting basic choices. It means
acknowledging the users’ right to express themselves. It means
provoking a direct participation. But on the other hand it also means
being able to deal with the consequences that this implies. That may
include the questioning of the traditional value systems, which, since
they were built on non-participation, must be revised, adjusted or even
replaced as participation gradually becomes part of the process.

N non-participation planning, formatting the hypothesis means
translating functional and expressive objectives that have been defined
once and for all into organizational and morphological structures. On the
other hand, in participation planning, the objectives find their definition
in the course of the process itself: they are defined through continual
interaction between the pressure of real needs and images of spatial
configurations. In this process, needs are refined until they reach a point
of equilibrium that permits the materialization in physical space. Since it
is a non-ending procedure, some instability remains due to the innate
mobility of the process.

In the phase of the actual use, the user is the fundamental protagonist
of the operation. The process does not end with the construction
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of the architectural object. Instead, from that moment a new line of
development begins through the interaction between the architectural
object and those who use it.

The architectural object changes with the transformations, which the
use imposes on it; but the user also changes with the stimulation, which
the architectural object transmits, to him or her.

In this framework, we believe that in order to arrive to the implicit
information we need to provoke direct participation. Hereby though
arises a new issue, namely what provocation actually is and especially
what provocation in architecture is. Provocation as a word defines an
act that causes a response. The architectural provocation has been
widely analyzed during the 1950s and the 1960s, when the avant-
garde architecture was at its peak, proposing rather unrealizable
constructions, dictated though by idealistic concepts dealing with the
theme of advanced technologies, mobility and, above all, the city as a
living space. The analysis of these concepts will be an issue of a next
chapter; what should be mentioned in this point regarding the utopias
that were deployed in the 1950s and the 1960s though, is that our am
is not to reanimate these progressive pursuits. We intend to make no
closed utopias, but rather live from the moments, which are constantly
actualised.

“New knowledge neither grows out of a special method, nor the special
mind of a genius nor from new theoretical monologues. .. but from the
voices of ordinary people in conversation”.'”” What the provocation
process in the framework of this research process does, is to provide
a context for those conversations to be initiated. This is why we do
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not confront the participants with direct interviews or questionnaires.
Rather and in fact following the example of the Hegelian dialectic we
believe that the primary task is the construction of concepts and subject
positions, and therefore we aim at provoking actions in order to receive
reactions and thereby be able to synthesize what the necessity is.

Katarani argues that “philosophers since Plato have returned over and
again to architectural figures and metaphors as a way of grounding
and stabilizing their philosophical systems”. ' Following this procedure
backwards, we borrow some assumptions from the aforementioned
philosophical approaches in order to ground our approaches in the
methodology of extracting information.

Developments and changes of the modem world imply that the
provocation bounds have changed. Through the communication
explosion and the digitalization of data, the boundaries of local and
global have completely transformed. That is why in the procedure of
provocation, it is crucial to pay attention to the quality of the public
participation. “It is important to note that participation is not just a form of
“agora” that gathers people together to make a common decision. It must
be a dialogue about differences and about differences as production,
even if it leads to confrontation. It must be a search for collaboration
that can change representation to produce new differences and new
dialogues. These processes are not about identity and rediscovering a
common origin, bur about creating and sharing a common space”.'™

Sloman argues that “it is not to be assumed that anything that uses
information expresses it in something like sentences, algebraic or
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logical expressions. For example, some information may be expressed
in the level of activation of some interal or external sensing device,
some in patterns of activation of many units, some in geometrical or
topological structures analogous to images or maps, some in chemical
compounds, and many more. Exactly how many different forms exist in
which information can be encoded is still to be discussed”. '

In this framework and in order to define new forms, in which, information
can be encoded, we have designed a number of diverse micro-
architectures (or systems), which, through their construction and
installation will produce data in order to analyse urban behaviour. These
experimental architecture devices function as provocation factors in the
city — in the reality itself — through their physical interactivity, namely the
fact that the architecture itself changes. Our main concern through this
approach is the definition of new procedures for the transformation of
the human environment that are based on direct action.

Our experimental research elements function in a mimetic
way in the sense that they can overcome the limits of a formal
exercise in order to assume the role of reality’s cognitive and
interpretive foundation.

We can consider at this point that our experimental research elements
function in a mimetic way quite closely to the way that Aristotle described
it: as a creative process of selection, translation and transformation from
one media to another.
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03.5.2
Instruments
in order to
extract
information

"N the mid 19th century,
the American sculptor Horatio
Greenough gave with  this
notion the first formulation on
the independence of form and
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There is an inherent suggestion of action in images of architecture, the
moment of active encounter, or a “promise of function”"! and purpose.

As a conseguence of this implied action a bodily reaction is an
inseparable aspect of the experience of architecture. A meaningful
architectural experience is not simply a series of retinal images.
The elements of architecture are not visual units or gestalt, they are
encounters, confrontations that interact with memory.

The "“objects which surround my body reflect its possible
action upon them”, writes Henri Bergson. ™ It is this possibility
of action that separates architecture from other forms of art.

Architecture is not an end in itself. It frames, articulates, structures, gives
significance, relates, separates and unites, facilitates and prohibits.
Consequently, basic architectural experiences have a verb form rather
than being nouns. Architectural space is lived space rather than physical
space, and lived space always transcends geometry and measurability.,
Modern architectural theory and critique have had a strong tendency to
regard space as an immaterial object delineated by material surfaces,
instead of understanding space in terms of dynamic interactions and
interrelations.

‘It would be ideal to build architecture without objectives and then
release it for free use. There are no longer any enclosed spaces in these
interlacing, opening buildings: only vaguely designated areas. Divided
and developed however the occupants choose.

The differentiated spatial situations no longer separate — at most, they
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present the challenge of taking possession of the space.

We can't prove it, but we strongly surmise that self-confident forms,
made available to use and shape freely — not repressively administrated,
but run in a friendly way — must have conseguences for an occupant’s
development of a creative self-concept”.'"?

As discussed earlier, it is not the intention of our experimental research
to ignore or deny the technological changes of our times. We are
undoubtedly experiencing the technology / communication / information
revolutionary age. It was the conscious choice of our analysis to
disconnect our research methods from the technological virtuality and to
separate the information science from the real information. That is why
we produce experimental urban prototypes that are tangible, rather than
virtual micro-architecture elements. These interventions in 1.1 scale are
meant to sting in order to arrive to the (whichever may be every time)
required information.

Our prototypes resemble the acting of the Virtual House, as described
by John Rajchman: not another unreal realm that only doubles or
“simulates” the nature we already know or see. Rather they suppose
something singular yet to be constructed in the arrangements that
determine our nature. Like Rajchman stresses “to virtualize nature is this
not to double it but, on the contrary, to multiply it, complicate it, release
other forms and paths in it. The virtual house might therefore be very
smart after all, even delirious, while remaining perfectly real”.”"* This is
exactly what we aim to do with our experimental urban prototypes.

This thesis aims to expand the sequence of hypotheses, enlarging the

"8Kandeler-Fritsch, M., Kramer,
T., (eds), (2006), Wolf D. Prix
& Coop Himmelb(llau: Get
off of my Cloud, Hatje Cantz
Publishers

"%Rajchman, J., Constructions,
(1998), MIT Press Cambridge
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in Haraway, Simians, Cyborgs
and Women (London: Free
Association Books, 1991)

image beyond the margins of the framework imposed. To show what we
could (should) achieve if, instead of obeying a condition of preordained
subjection, we allowed an objective confrontation with real things.

For Bergson, and later for Deleuze, there are two kinds of multiplicities
— the quantitative and the qualitative ones. Quantitative multiplicities
are homogenous and spatial. By contrast, qualitative multiplicities
are heterogeneous and temporal. A qualitative multiplicity is therefore
heterogeneous (or singularized), continuous (or interpenetrating),
oppositional (or dualistic) at the extremes and progressive (or temporal,
an irreversible flow, which is not given all at once) — indeed, for Bergson,
a qualitative multiplicity is inexpressible. Because Bergson connects
duration with mobility, in the second half of the 20th century, philosophy
(especially Deleuze and Foucault) will dissociate the Bergsonian concept
of qualitative multiplicity from time and associate it with space.

Using architectural elements that function in and through space,
generate, hide, create space, as well as they interact with space,
we attempt to express qualitative multiplicities (even though Bergson
considers them inexpressible).

The term situated knowledge comes from Donna Haraway. According
to Haraway'™® situated knowledge sees opportunities in the particular
and does not look for problems to be solved in the universal scheme
of things. It works with the particular, but this is seen as a strength, not
as a weakness: “the only way to find a larger vision is to be somewhere
in particular”. There is something inherently optimistic in this approach,
but this optimism is situated, not idealistic. Situated knowledge is partial
knowledge (partial is being both not complete and also partisan), but this
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self-confessed partiality, in all its honesty and modesty, is a bonus, not
a deficit. It does not presume to have universal relevance or authority,
but this does not mean it is irrelevant. Situated knowledge works more
humbly, gathering the past in order to shape better (but not perfect)
futures, “from points of view which can never be known in advance,
which promise something quite extraordinary, that is, knowledge potent
for constructing worlds less organized by axes of domination”, !
Situated knowledge is thus responsible, particular, and partial, and in all
these three qualities forms a basis on which to make the choices that
the contingent world throws up.

Resting on Haraway's approach of situated knowledge, we create
spatial experimental prototypes and project their qualities, sequence as
well as their outcome. We also choose to fully design our prototypes
since design nowadays seeks to shape the gaze of viewers in such a
way that they become capable of discovering things themselves.

18 Ipid



03.6
Resuming this
chapter

This chapter focuses on the process in order to collect the information
required. In order to analyze the whole procedure, we initially refer to
the conceptualization of information in architecture. Information is a
quite extensive notion and can be traced in a lot of disciplines; in the
framework of this thesis, we refer to its concept in the mathematical
theory, as well as in philosophy, in order to then “seclude” its role in the
theoretical and applied architecture.

After having analyzed the perception of the notion of information,
we differentiate its two kinds in the way we perceive them in the
framework of this dissertation. Usually, when we refer to the information
in architecture, we tend to consider obvious that we refer to the
“‘conventional” informational values of a place, namely its climate, ground
and underground, population density, nature etc. This is the apparent,
the overt information: anyone can have an access to it, while no specific
means are necessary in order to get it (usually it even states in the
encyclopedia, describing each place). However, this thesis is about and
aims at extracting the non-conventional information, the “hidden”, the
implicit one. Since, this is not a conventional quest, its means are also
unknown, and therefore

we have to invent the ways in order to extract the implicit
+ information,

[tthe framework of this chapter, we then refer to the theoretical approaches
in order to extract the implicit information, where we once more have
to "betake” to philosophy, and terms like mimesis and dialectics.
We associate these philosophical terms with mathematical theory, in
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order to be able to arrive to quantitative information. Consequently, we
investigate the procedure in order to arrive to the quantitative information.
We argue that there is no architecture without action and function — like
Tschumi states:. “The very heterogeneity of the definition of architecture
— space, action and movement — makes it into an event, that place of
shock, or that place of the invention of ourselves”."'” This can take place
by designing and constructing the conditions that will create “a new
city and new relationships between spaces and events”. Hence, the
procedure in order to arrive to the quantitative information moves from
the speculation to the provocation in order to agitate the participation,
Architecture is a region of speculation, in the sense that the ways in
order to create something new (where architecture aims at) are always
speculative. In order though to “design the conditions”, we need the
participation — this is then where the notion of provocation also comes
in: we need to provoke the participation.

Since this thesis is not a pure theoretical one, but is rather characterized
by its binary relationship between theory and praxis, this is the point where
we introduce the instruments we use in order to provoke participation
and accordingly reach the implicit information — but the description and
analysis of these instruments is the topic of the next chapter.

T ehumi, B., (1996),
Architecture and  Disjunction,
The MIT Press
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With this chapter our analysis moves into the core praxis of our research. 04.1

Chapter

We explore and analyse alternative ways and methods of - -
o . | introduction
extracting information through the development of a toolkit,

which in tumn is based on a set of innovative prototypes
(projects).

Primary concern of the whole procedure involves identifying innovative
ways of provoking participation, in order to get a reaction from the users
and the wider public and thereby receive information feedback.

Our analysis starts with an overview of the role of participation and
provocation.  While these are indeed the core concepts considered
under our previous theoretical discussion (in Chapter 3) our assessment
here takes the analysis one step further considering the challenges
emerging from introducing participation and provocation in applied art
rather than simply understanding its theoretical basis. In view of this,
we provide an extensive reference to the theory of relational aesthetics,
givenits argumentation that artis actually formulated though participation.
Following this, we then refer to prototypical examples of different scales
and involvement grade and examine the ways they affect their (not only)
surrounding infrastructure. This reference to experimental projects differs
from the analysis of the utopian projects of the 1960s and the 1970s
that was provided in Chapter 2. This time we refer to actual, realised
projects that were built and therefore we can examine their outcome.

On the basis of this contextual analysis we move into the presentation
and discussion of our prototypes, as well as to the conceptual evolution



of design from one project to the next. All projects presented in this
chapter were conceived, conceptualised and designed at different
stages of our research, and thereby have a binary relationship with
our theoretical quest and propositions. Indeed, the concepts of each
prototype evolved as a reaction to the theoretical research, while their
design, operationalisation and functioning prompted the need for further
theoretical guest. This continuous provocation resulted in an open
ended procedure between theory and praxis, which is discussed in
more detail in the next chapter covering also the overall conclusions of
our research.
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We have previously referred to the notion of participation in a theoretical 04.2

basis and how it is part of the procedure in order to extract the Did someone

unforeseeable information. Hence, in this section, we refer to the

participatory action, to the practical side of the participation. say
participate?:

In the book Sins + Other Spatial Relatives, where CJ Lim Studio 8
Architects present their projects through a combination of descriptions
and narrations, there is an interview that challenges the relationship
between the maker (in our case the architect) and the addressee. We
guote this comment, since we are about to analyse the participatory
architecture in praxis and this form of architecture undoubtedly questions
the established relationships between the architect and its audience.
“The ground of architecture Is shifting. God, | hate that word
-ARCHITECTURE-. Designing object building is passe’, an inevitable
consequences of unimaginative thinking. | see myself as more of a
soclal engineer. | might not be creating great monuments to my eqgo, but
| affect people’s lives in a more subversive ways”, 11

The conventional relations between art and its audience have been

subject to questioning and challenge by various movements and

schools of thought throughout the twentieth century. From the modermist

movements in the early 20" century, such as Dadaism to the Situationists

of the 1960s and the later more radical approaches emerging on the M8\larkus Miessen, M., and

1970s (like the examples analysed in Chapter 2) the relations between Basar, S., eds., (2006), Did
) ) . someone say participate?, MIT

art and its audience have been a matter of continuous debate. One Pross

such interesting example the architect and artist Gordon Matta-Clark 1%terview with X in Lim,

together with Carol Goodden opened a restaurant called Food with his CJ, and Liu, E., (2000), Sins +

, , , Other Spatial Relatives, Ind-E8
colleagues as a collective project in the early 1970s. The restaurant Publishing London



1204 ygia Clark, Letter to Hélio
Otticica, 14 November 1968”, in
Bishop, C., (2006), Participation,
The MIT Press

turned dining into an event with an open kitchen, artists as staff and
experimental performances. The place and the events questioned
the very notion of art. It instigated new ways of perceiving art as well
as architecture in a broader sense, through provocative participatory
approaches. It worked on a non-profit basis rejected the idea that art
necessarily needed to be a commodity.

Since the 1960s and the 1970s, there is the desire to move viewers out
of the role of the passive observers into the role of the producers. It is
nevertheless recognised that “true participation is open” as Lygia Clark
wrote to Hélio Oiticica.'® Indeed we will never be able to know what we
give to the spectator. In the following section, we explore the ways of
the actual participation.
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Relational art, according to Nicolas Bourriaud, consists of the set of
artistic practices that take as their point of departure the human and
social relations, both in theoretical and practical terms. According
the Bourriaud, the artwork can be understood to produce models of
sociability. Hence the judgment of an artwork should focus in the extent
and degree that it provides a chance to the viewer, participant or user
to complement it.

Bourriaud derives the notion of “partial object” from Felix Gauttari, and
claims that this is a key concept in understanding artistic practices
today. The question is whether this embracing of the social and the
spatial in art can be an opportunity for architecture as well, to rethink the
tried or forgotten glimpses of possibilities.

We know from Henry Lefebvre that space, being a social

, product, is always a partial product, always to be further
produced through experience, sociality and constantly
generated meaning.

What Nicholas Bourriaud coined as “Relational Aesthetics” in 1998 is an
art practice favouring participatory projects rather than static art pieces
and refers to a number of artists who got recognition in the nineties
such as Rirkrit Tiravanija. Nevertheless the term is still relevant today
as it in many ways fits an important part of the current discourse in
contemporary art, namely the questioning of the relationship between
creative production, politics and the community. He defines the term as
‘a set of artistic practices which take as their theoretical and practical
point of departure the whole of human relations and their social context,
rather than an independent and private space”. '™

04.3
Relational
Aesthetics:
The role of
Participation
and
Provocation

?Bourriaud,  N.,  (1998),
Relational Aesthetics, Le Presse
Du Reel, Franc
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123Bishop, C. (2004),
"Antagonism  and  Relational
Aesthetics”, in  http://courses.

washington.edw/art361a/readings/
Antagonism%20and%20  Relational
%20Aesthetics%20-%20
Claire%20Bishop.pdf

The role of the artist is actually more catalytic rather than a categorical
one. Therefore, the piece of art itself is the motile that brings people
together (through participation).

In Relational Aesthetics the starting point is often an event, an activity
or a provocation, which invites the public to react or just simply to
participate. The course of events cannot be planned. The project grows
or falls with the participation of others that we could also call guests,
outsiders, public, users, citizens, community or more simply people. As
Bourriaud has claimed

The introduction of relational aesthetics into architectural theory
and practice has been extensively discussed in our days. Bourriaud
considers it to be a means of locating contemporary practice within
the culture at large. In this framework, the relational aesthetics are
considered to be a response to the virtual relationships of the intermnet
and globalisation, which “on one hand have prompted a desire for more
physical and face-to-face interaction between people, while on the
other have inspired artists to adopt a do-it-yourself approach and model
their own possible universes”. >

“the role of artwork is no longer to form imaginary and utopian
realities, but to actually be ways of living and models of action
within the existing real, whatever scale chosen by the artist”. ">

Markus Miessen and Shumon Basar in their book ‘Did someone
say participate” re-draw the map of participatory, spatial practice that
is in function nowadays, in the age of globalisation. They attempt to
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dismantle the idea of the architect being the one in charge of space,
since globalisation links every (non) place potentially with every other
(non) place in symmetrical or asymmetrical ways. In this framework, the
need to identify and instrumentalise spatial practices becomes rather
relevant. Mapping, making, or manipulating spaces, actually what once
was seen as the defensive preserve of architects, has become a new
culture of space, produced and shaped by an ever-increasing numboer
of disciplines. Like the aforementioned book does, we too, in the
framework of this dissertation, argue for a re-evaluation of architecture
beyond the traditional definitions of built substance into the possibility of
an architecture of knowledge that is being built up through eschewing
conventional practice by non-architects participating in space.

In that same book, we can find a collection of essays written by
practitioners and theoreticians, who actively participate in various forms
of spatial production or question them. The book urges us to rethink
and re-evaluate architecture beyond traditional definitions of built form.
Markus Miessen and Shumon Basar support the idea of “architecture
of knowledge [...] being built up, importantly, by architects eschewing
conventional practice and non—architects participating in space: thus
becoming, what is termed here spatial practitioners”.'?*

Spatial practitioners gather knowledge in order to understand the
situation not only from its topographic manifestation, but from deeper
layers where implicit information is to be found. They produce and
alter spatial conditions by involving the community and environment
as members or as factors, and try to identify the broader stretches of
political reality.

"?"Markus  Miessen, M., and
Basar, S., eds., (2006), Did
someone say participate?, MIT
Press
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Collective participation introduces a plurality of objectives and
+ actions whose outcomes cannot be foreseen.
Initially it is possible only to prefigure a line of behaviours and tendencies
to set the process on its way. The big difference that characterises
architectural practice in this process is whether the planning is for the
users or with them. When we plan for people, we tend to freeze the
eventual consensus into permanent fact. But if we plan with people,
consensus remains permanently open. It is renewed by interaction with

the project along its existence and, reciprocally, it renews the planned
event by adapting it to the redefined demands.

Claire Bishop argues' that there are three concems, which are the
most frequently cited motivations for the artistic attempts to encourage
participation in art since the 1960s — these are activation, authorship
and community. The first concem is to create active subjects, who will
be empowered by the experience of physical or symbolic participation.
In this framework, these subjects will hopefully be able to determine their
own social and political reality. The second concern, that is authorship,
derives from the belief that ceding some or all authorial control leads
to shared production, which except from being more egalitarian
and democratic, it also entails the aesthetic benefits of greater risk
and unpredictability. The third concem involves a perceived crisis in
community and collective responsibility.

These three concemns appear also in the writing of Guy Debord, co-
founder of the Situationist International, who argues that the pure
spectacle (with no audience participation) is pacifying and divisive. It is
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uniting us only through our separation form one another. Inthis framework,
it is an injunction to activity that Debord advocated the construction of
“situations”. In this case, the audience is not simply awaked, it becomes
a viveur (one who lives) and so the “constructed situations” aimed to
produce new social relationships and thus new social realities.

Claire Bishop states' that nowadays there has been a desire to
overturn the traditional relationship between the art object, the artist and
the audience: the artist is conceived less as an individual producer of
discrete objects than as a collaborator and producer of situations; the
work of art as a finite, portable, commaodifiable product is reconceived
as an ongoing or long-term project with an unclear beginning and end;
while the audience, previously conceived as a “viewer” or “beholder”,
is now repositioned as a co-producer or participant. Of course, these
shifts are not easily actualized realities.

Giancarlo de Carlo, in “Did someone say participate?” states that
the question is how to make an architecture, which can intrinsically
be participated, and this, according to him, becomes a question of
language:

, , ‘How can the language be such that it favors and pushes
participation”?”

He believes that this question still has to be explored in many different
fields and in this framework the crucial issue is to use language that
people can understand, penetrate and eventually use. So the process
takes a lot longer to form. In his opinion: “Participation is something that

126Bishop, C., (2012), Artificial
Hells. Participatory Art and the
Politics of Spectatorship, Verso
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you should start — and this is something that you should not forget — it
lasts forever.” Based on the above argument, as well as having seen the
function of our experiments, we assume that it is very possible not to
arrive 1o a technically defined formula, a definite conclusion at the end
of this thesis.

Can Altay, regarding the “relational” aspects of artistic practices argues
that they “not only question but “make happen’, taking sociality and
spatiality to their core and acting as catalysts of relations; between the
work and the people, between people and people, and between people
and space”.'?’

But how can we involve people or outsiders into an architectural process
without giving out already too many predictable parameters?
Can there be some spatial occupation prior to the architectural thought?

In Doing It, (Un)Doing It, (Over)Doing It Yourself: Rhetorics of Architectural
Abuse'?® Jane Rendell formulates the process of the (re)oroduction of
the space by the user. Rendell's article (rewritten in 2009 as (Undoing
Architecture) has to do with how architecture can be made by every
other one that the architect. Architects do architecture in the sense that
they design everything for the user, but once the project is completed
and the user overtakes, he actually does architecture through the way
he uses the architectural object. Hill also supports the same point of
view, since he claims that both the architect and the user produce
architecture one by design, one by use. In this sense, the non-built
nature of architecture is highlighted. Though architecture is not merely
what we design, but rather the spaces it creates and the way they

167



.168

correspond to the constantly changing human needs.

lain Borden draws attention to how the inhabitant can use the city
space. Mores specifically he argues that “too often we are purely
passive users of these everyday spaces and structures, adapting out
activities and movements to what has already been designed through
direct instructions (keep left, no cyclists etc.) Or indirect conventions we
are informed of, as what activities should take place in what spaces.
And too often we do exactly what we are told... But the city and the
architecture offers us more: the potential to do much more with our
bodies than walking and driving and to enjoy urban spaces other than
by shopping and working. By using forms of pleasure like play, festival,
camival...we can actively produce our own city experiences”.» Urged
form the above arguments, we believe that the provocation is requisite
in order to receive reaction as these ones.

In the Unknown City,*° the Borden, Kerr, Rendell, and Pivaro introduce a
new way of looking to the city. They argue that the city space is an infinite
ground for journeys and explorations to be made upon. Accordingly, the
inhabitants have more power to do, produce and create space and
architecture than they are aware of.

Similarly, Can and Deniz Altay in their essay “Counter-Spatialization of
Power in Istanbul” observe and analyze four different situations within
the public space. Each of them is a temporary manifestation in an
everyday-life context, but the “informal acts or actions have urban-
economic-socio-political consequences”. ™!

12%Border, ., “Body Architecture:
Skateboarding and the Creation
of super-Architectural Space”, in
Hill, J., ed., (1998), Occupying
Architecture. Between  the
Architect and  the  User,
Routledge, London and New
York

8Borden, 1., Kerr, J., Rendel,
J., Pivaro, A., eds, (2000),
The Unknown City. Contesting
Architecture and Social Space,
The MIT Press

Sialtay, C. and Altay, D.,
“Counter-Spatialization of Power
in Istanbul” from Guidi, E., (ed.)
(2008) Urban Makers, bbooks,



In order to study further how Can and Denoz Altay embody their theory
to praxis, in the following section we are briefly exploring one of their
key projects, the Minibar. In addition, the next section also analyses two
additional paradigms of urban intervention (the Urbar and the Mobile
Porch), which allow us to understand better how the theory of the
relational aesthetics has turned into praxis.
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The city is shape, is space and net'® - the subject areas of the
Austria contribution for the 10" International Venice Biennale in 2006
(Commissioner: Wolf, D. Prix) open discussion for the city as a living
space, urbanity as a shape for life, and the net as an operative
connection. This thereby pursues the theory that space and shape
characterize the body of the city in a complementary way, whereas the
net enables the urban dweller to act in this city-body.

The Minibar can pop up everywhere and anytime. It is an improvised
bar without structure. Young people gather before or after going to
clubs in empty in-between spaces in the city for drinks and socializing.
Usually people gather in places with certain physical settings, which
they appropriated into places to sit and hangout (for example low
windowsills etc). A cormer shop is often close by.

Minibar “is only defined within the practice of its users and has no
predictability; hence it is not something or some place acquainted; yet it
is something or someplace invented and discovered”. s

As C. Alltay stresses “the existing buildings provide a setting, but, interms
of the intent of their planning, design, construction and occupancy, they
do not do so willingly.” And further on in his essay he argues that “when
a user decides what an urban space wil become, what it will mean
and how it will function, it is a deliberate act of use.” And exactly this
deliberate act of use is what often architecture tries to suppress.

In reaction to these improvised, uncontrolled, temporary actions, local
residents, disturbed by the often noisy and territorial appropriation of
spaces in front of their own property, act with counteraction. Settings like
alow wall ledge get fenced off, small open patios towards the street get
additional walls, flowerpots or other items are added to act as barriers.

04.4

Urban
intervention
examples

"%%From the Press Release of
the Austrian Pavilion for the
10" Intemational  Exhibition  for
Architecture, La Biennale di
Venezia 2006, Stadt=Form
Raum Netz / City=Shape Space
Net

S3altay, D., (2004), Urman
spaces re-defined in  daily
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But this is not the only reaction deriving from the Minibar phenomenon.
New generations of entrepreneurs start to take over empty ground
properties and make them “Minibar friendly” by building benches and
offering drinks and cigarettes at shop prices or just slightly above. These
entrepreneurs use the information (experience) they gathered through
the prototypes of different Minibars popping up all over the city to define
needs, and directly respond to them by creating or modify space and
architecture.

The minibar is an exploration, documentation and exhibition of the
transgressive use of semipublic spaces by young people. According
to C. Altay, the minibars are “a utilization of physical environment for an
event (outside of the intend if) the builders, designers and residents”.

Gregor Eichinger's contribution to the Austrian Pavilion of the 10"
International Venice Biennale, the Urbar (Primal Bar) — an installation in a
temporary hut — is a space for a multitude of individual stories.

Urbar is based on a concrete model, the bar in the 1938 film by Marcel
Camé, Le Quais des Brumes. At the center of the room like the one
in the film, is a large table that seats six people. Projected onto the
surface of the table is a film lasting approximately twenty minutes that
llustrates relationships from material nets to thoughts about personal
networks. The projection on the table differentiates between physical
and immaterial networks—mainly in their consequences for urban
dwellers.

The table is as invitation extended to visitors to form a network. It is
the first place of communication. Here, people meet one another in an
encounter that they know will be brief, experiencing the freedom of the
moderm city.
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But the space also signifies the construction shack where
architecture is made but which doesn't itself claim to be
architecture.

It deals with a site that is only a means. Urbar, is an ephemeral place
- the city is everywhere. It is a networked space merely offering the
conditions necessary for the execution of more complex endeavors.

A bar made of simple boards, possibly unfinished, as if to stress the
temporary character. Here, the users of a container-space introduce their
own stories. These stories then interact and, in the process, generate
anew narrative. This evolving space is as much of an archetype as the
first hut constructed among four trees. However, its program of allowing
exchanges between and among different people becomes the primary
determinant. People whose paths would never cross n the course of
their everyday lives do meet at this Urbar. In passing, stories grow out
of chance encounters with people who briefly share the same space.
Freedom and separateness find expression.

Mobile Porch, a project from Public Works (Katrin Bdbhm, Andreas
Lang, Stephan Saffer), presented in 2000 in London and in 2007 in
Munich.

The Mobile Porch is a multifunctional mobile mini-architecture that roams
through city space. By offering this new urban toy to the people who
use and govern the public spaces, Mobile Porch becomes a tool for
contact, stimulating activity, revealing the potential of everyday situations
to inform the future. Everyone is invited to use it, to shape it, to mould
it, to make it, temporarily, their own. The deliberately flexible design
offers a stage, a screen, an exhibition board, a workshop, a billboard, a



hangout, a bar as well as things yet to be discovered — an endlessness
of possibilities to suit the people’s unending supply of desires, dreams,
ideas, interests and needs.

The Mobile Porch was designed for 24/7 outdoor use. The frame is
made from aluminium for its weight and durability, and the first paneling
was simple plywood, which could easily be replaced. The design is a
response to an ambition to have a curious looking, exiting and at the
same time very durable and multi-functional mobile object, that would
allow to run a yet unknown public program.

The Mobile Porch is an open invitation, but at the same time a real
space to be used for whatever personal or collective activity wants to
go public and make use of it. Since 2000, when it first appeared, the
Mobile Porch got used for public readings, spontaneous concerts,
general hanging out, exhibitions, dinners and workshops. It was the
starting point for many conversations about actions and suggestions
towards the public realm it was living in.

Mobile Porch aims to draw the opportunities certain urban spaces offer,
uncover hidden potential and develop new ideas for how space can be
used by looking at all its existing structures. The playfulness of Mobile
Porch appeals to local people and works on a direct one to one scale,
allowing them to express their ideas and dreams concerning public
space through action and participation.

The three selected paradigms (the Minibar, the Urbar and the Mobile
Porch) are juxtaposed as they represent three different, as far as the
amount of architecture involved is concermed. The Minibar represents
an intervention that requires no architecture at all — architecture in this
case is a design process that prescribes the use: its users alone form it
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The Urbar expresses a piece of very basic and symbolic architecture;
it has the character of something unfinished: its users have the role
to determine its use and function. The Mobile Porch is a concrete
architectural object, with a very specific design. Its design, its form is
complete, although its use — al least at the first glimpse — is by no means
obvious. However it can (and has already) welcome miscellaneous uses.
The choice of these specific paradigms was made in order to indicate
that there is no prescription as far as how the experimental intervention
examples should look like. What is important is that the architectural
objects lets the visitor / spectator / user have the decisive role about
its use. In this sense, architecture moulds the environment, the
infrastructure, or even the designed object, but the final outcome can
by no chance be foreseen. It is the use that forms the architecture. In
this framework, architecture (and consequently the architect) can only
speculate its impact.
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According to G. Thomas a case study does not have a pre-described
set of rules, which can be ticked off in order to get to a conclusion, but
is rather an in-depth analytical research of a single event or instance,
which will use different methods, often including the participation of
outsiders (like members of the public) to extract information and data over
a certain period of time to gain a more complete and vast understanding
of a phenomenon. '

A case study can be understood as a research strategy, an empirical
inquiry that investigates a phenomenon within its real-life context. It is
exactly these characteristics that we adopt in order to create our tools
of experimental inquiry. But, like in every case study, we do not focus on
the discovery of the universal, generalised truth. Through the prototypes,
emphasis is placed on exploration and description. It is an intensive
analysis of an individual unit, such as for example a person, group,
event, stressing the developmental factors in relation to the context.

4

Overall, case studies and similar qualitative approaches to research
have not always enjoyed equal reputation to more rigorous quantitative
approaches such as statistical analyses, surveys and other quantitative
modelling.’® Yet, seminal work in social and political sciences in
the 1960s and 1970s have led the way for qualitative methods and
case study research to be increasingly recognised and used both for

In practice, a case study is a form of qualitative descriptive
research, and therefore a method that allows us to investigate
the why and how of things are happening, not just what,
where, when,

04.5.1
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hypotheses testing and for generalizing beyond the particular cases
studied. Borrowing from the work of Campel (19758), Hans Eysenck
(1976),'*° and others, recent work by Bent Flyvbjerg argues that case
studies allow for the systematic production of exemplars, and a discipline
without exemplars is an ineffective one. To this effect he stresses that
there are five big misunderstandings regarding the method of case
study.#7

First of all, it is generally considered that general, theoretical (context-
dependent) knowledge is more valuable than concrete, practical
(context-dependent) knowledge. The fact is however that social science
has not succeeded in producing general, context-independent theory;
predictive theories and universals cannot be found in the study of
human affairs. Thus, it has in the final instance nothing else to offer
that concrete, context-dependent knowledge. And the case study is
especially well suited to produce this knowledge. Taking the above
into consideration — and since what we am to do is to interpret the
social pulse in information, our study come in a certain way under the
framework of social studies and therefore a case study can produce the
feedback we need.

A second argument of the polemic against case studies is that we
cannot generalize on the basis of an individual case and therefore
the single-case study cannot contribute to scientific development. In
this case Flyvbjerg juxtaposes the argument that although knowledge
cannot be formally generalized, this does not mean that it cannot enter
into the collective process of knowledge accumulation in a given field or
in a society. Thus, a purely descriptive, phenomenological case study
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without any attempt to generalize can certainly be of great value. The
fact is that whether we can generalize from a single case depends on
the case and how it is chosen. As far as the practical part of our thesis
is considered, the case studied used can certainly be of the required
significance, since we don't just choose our case studies. We create
them and consequently make them happen.

A case study is useful for both generating and testing of hypotheses,
even though it is often considered that a case study is most useful
for generating hypotheses, while other methods are more suitable for
hypotheses testing and theory building. For example, when we want
to achieve the greatest possible amount of information, we usually
don’t need a typical or average sample, but rather an atypical, extreme
case that can reveal more information, because they activate more
mechanisms in the situation studied.

The case study is usually seen as less rigorous than the guantitative
methods. However, the advantage of the case study is that it can “close
in” on real-life situations and test views directly in relation to phenomena
as they unfold in practice. It is quite often that researchers who have
conducted intensive, in-depth case studies typically report that their
preconceived views, assumptions, concepts, and hypotheses were
wrong and that the case material has led them to revise their hypotheses
on essential points. It is exactly this feature of the case study, this “sane
uncertainty” that we use in order to move on from one prototype to the
next — not because our presumptions are fulfilled, but rather because
there is another need that we discover. After all, falsification can help a
research’s progress amost in the same way as the verification.



Finally, it is often assumed difficult to summarize and develop general
propositions and theories on the basis of specific case studies. This
argument has some truth in it — it is actually difficult to summarize case
studies, especially conceming their process rather than their outcome.
However, it is also often not desirable to summarize them — good studies
could and should be read as narratives in their entirety.

In order to confute the aforementioned misunderstandings, Flyvbjerg
analyses that concrete experiences can be achieved via continued
proximity to the studied reality and via feedback from those under study.
Case studies often contain a substantial element of narrative. Good
narratives typically approach the complexities and contradictions of real
life.

In the framework of this thesis and its aim, it is important not to try to
sum up and close a case study, but rather to keep it open. In order
to be able to do this, there exist of a series of steps that need to be
undertaken. Starting with the case study, we are not supposed to just
narrate and summarize it — we rather describe the case in its diversity,
allowing it to unfold from the many-sided, complex and sometimes
conflicting factors that surround it. Secondly, we try not to link the case
with the theories of academic specializations. Rather we relate the case
to broader philosophical positions that cut across specializations — this
is also why the first, theoretical research part of this dissertation is so
indispensable for its development. In this way, every visitor / reader /
spectator of the case study can make different interpretations and draw
diverse conclusions out of our case. This way, these case studies can
neither be briefly recounted nor summarized in a few main results. The
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case study is itself the result. It is a way of virtual reality. For the visitor
willing to enter this reality and explore it, the payback is meant to be a
sensitivity to the issues at hand that cannot be obtained from theory. The
conception and creation of our prototypes imply exploring phenomena
firsthand instead of just reading about them.

There are two approaches that can be used in order to select a case
study. The random selection and the information-oriented selection.
The random approach of selecting cases is used when we want to
avoid systematic biases in the sample; in this case the sample’s size is
decisive in order to be able to generalize the outcome of the procedure.

The information-oriented case studies are preferred in order
to maximize the utility of information from small samples and
single cases.

In this approach, cases are selected on the basis of expectations about
their information content. In the framework of this thesis, on one hand
it is information that we are anyway looking for, and on the other hand
(like aforementioned) we are not just choosing the paradigms, we create
them. Therefore, itis reasonable to use the information-oriented selection.
More specifically, in order to arrive to the information required, we should
not just generally use an information-oriented case, but paradigmatic
cases. The question that arises here is how these paradigmatic cases
are identified as well as how we can determine whether a given case
has metaphorical and prototypical value. The answer would probably be
that it is not possible to determine in advance whether a certain case
is paradigmatic, since a paradigmatic case is supposed to develop a



metaphor or establish a school for the domain that it concerns. What will
define whether a case is paradigmatic and can have a prototypical value
(except from the strategic choice of it) are its execution, as well as the
reactions by the research community, the group studied and possibly a
broader public.

At this point, it is important to acknowledge that we begin by
considering our experimental urban research tools, our case studies,
of a prototypical value — the fact remains though that it is the
execution of their purpose that will define whether the have earned the
characterization. Nevertheless, we call them prototypes in the sense
that just like the prototype anticipates a product yet to be developed,
the prototypology represents a spatial configuration in permanent
state of evolution. Whereas a conventional typology defines a generic
model of organisation, which becomes specific through its application,
the prototypology is specific from the beginning. On the other hand, it
never really becomes generic as it keeps on transforming itself through
the information it receives. Made of pliable, learning material it adapts
to changing needs of programs and users. The strengths of a case
study as an approach method is primarily its flexibility. The procedure
emphasizes in exploration rather than in prescription or prediction: as
researchers we are free 1o discover and address issues as they arise in
the experiments — this is actually what we aim at. That is also why the
first prototypes search to form and answer broader questions, while in
ICH, as well as in A21, the last and much simpler in use prototypes, the
spectrum of the theoretical questions is narrowed. Our case studies are
primarily conceptual concepts and later on, practical ones.

.183



184

The method of our case studies, our prototypes, include a

+ hypothesis, an action-interaction and the conclusion in the
form of gathering information about what the actual need is —
a feedback leading to the next prototype.

A hypothesis is a proposed explanation for a phenomenon. The
hypotheses are generally based on previous observations. A working
hypothesis is a provisionally accepted hypothesis proposed for
further research, a provisional idea whose merit requires evaluation, a
conceptual framework in qualitative research. Concepts are the main
components of hypotheses.

After the hypothesis is made, what we are interested in is to activate, to
agitate events, spaces, concepts and inertias. To promote interactions
between things, rather than interventions on them. We approach action
as a generating mechanism, as a suggestion, as an alterer of stable
awareness. Action is an approach to the characteristics of architecture
from unstable, shifting positions, not determined a priori, but rather
dependent upon environmental factors, emotional factors and other
‘interveners”. Actions are generators of attitudes. Hence, we then
contemplate the interaction.

The conclusion is the most precarious factor of the whole procedure,
and therefore the most intriguing one.

Michel de Certeau explains'® that the consumption of a given product

(in our case the prototypes) is not merely a passive act. It includes a

hidden process of production, which can be discovered in the way the PCerteau, M. de, (1984)
P P ' Y The Practice of Everyday Life,

product is used, in what the user do with the product. University of California Press



The procedure of using includes “actions that have their own formality
and inventiveness”. The different “ways of using” the provided products
include an operation, the act of “making do” — and this procedure is
quite an unpredictable one.
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According to Pallasmaa,’™ even masterful architects do not invent
architectural realities. They rather reveal what exists and what are the
natural potentials of the given condition, or what the given condition calls
for. In this line of reasoning

Architecture is a product of the knowing hand. The hand grasps the
physicality and materiality of thought and turns it into a concrete image.

Alvaro Siza claims that architects don't invent anything, rather
they concentrate in transforming  reality. '+

In Art and Embodiment: From Aesthetics to Self-Consciousness, '
Paul Crowther argues that art can bridge the gap between philosophy’s
tradition striving for generality and completeness, and the concreteness
and contingency of humanity’s basic relation to the world, He proposes
an ecological definition of art. His strategy involves first mapping out
and analyzing the logical boundaries and ontological structures of the
aesthetic domain and then considering key concepts from this analysis in
the light of the tradiition in continental philosophy. Art, in making sensible
or imaginative material into symbolic form, harmonizes and conserves
what is unigue and what is general in human experience. The aesthetic
domain answers basic needs intrinsic to self-consciousness itself, and
art is the highest realization of such needs. In the creation and reception
of art the embodied subject is fully at home with his or her environment.

Henri Lefebvre differentiates between perceived space (individually
experienced and explored space indicating the actual location),
conceived (as by planners and cartographers) and lived space. Space
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consists of human interaction with the designed world. It can be
conceived as an imaginative arena, where we define and are, in turn,
defined by our relation to the other objects of the world. The dialectics
of interior experience and exterior reality constitute the essence of
phenomenological thought. M. Fortier states™? that the primary concemn
of phenomenology deals with the engagement in lived experience
between the individual consciousness and the real which manifests
itself — as sensory and mental phenomena.

Phenomenology puts the individual experience of the world over the
objective and scientifically proven explanation of the world. Thus, the
individual finds to itself through its embodiment in space; and when in
this state, the individual has access to their innermost creative energies.
In that case, when Bernard Tchumi asks™* “are objective social space
and subjective inner space then inextricably bound together? is space
thus one of the structures which expresses our ‘being’ in the world?”,
we can answer positively for our aim of facilitating knowledge transfer
between design and performance.

According to Stanton Garner'*® it is phenomenology that
examines how we perceive the world and how we apprehend
space through our senses and especially through the body.

Given the phenomenological and logical inseparability of the elements
in our ontological reciprocity with the world, the question that arises is
how we express such reciprocity, that is, how do we arrive at a full and
explicit understanding of the experience? The problem here is the conflict
between ‘full’ and ‘explicit’. For when we adopt a reflective attitude we
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can analyze the elements, which are operative in a particular experience.
However, by analyzing — by taking the whole apart — we change the
structure of the experience. It finds expressions as a fragmented whole.
The fullness — the qualitative unity — of the reciprocity is lost.

, , Merleau-Ponty presents the “primacy of perception”. We are
first perceiving the world, and then we do philosophy.

What is characteristic of his account of perception is the centrality that
the body plays. We perceive the world through our bodies; we are
embodied subjects, involved in existence. Further, the ability to reflect
comes from a pre-reflective ground that serves as the foundation for
reflecting on actions. In other words, we perceive phenomena first,
then reflect on them via this mediation, which is instantaneous and
synonymous with our being and perception in, as, and with body, i.e.,
embodiment. His account of the body helps him undermine what had
been a long-standing conception of consciousness, which hinges on
the distinction between the for-itself (subject) and in-itself (object). The
body stands between this fundamental distinction between subject and
object, ambiguously existing as both. He remarks that: ‘I start from unified
experience and from there acquire in a secondary way consciousness
of unifying activity, when, taking up the analytical attitude, | break up
perception into qualities and sensations, and when in order to recapture
on the basis of these the object into which | was in the first place blindly
thrown, | am obliged to suppose and act of synthesis, which is merely
the counterpart of analysis”.'*

Several techniques can help to experience, understand and design

SMaurice Merleau-Ponty, The
Phenomenology of Perception,
trans. Colin Smith with revisions
by Forrest Wiliams (Routledge &
Kegan Paul, London, 1974)
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space.

, , Luigi Prestinenza Puglisi claims that the medium of spatiality,

whilst qualitatively different form other mediums of expression,

such as language, nonetheless acts to contain and project
meaning.'*

The guestion of interpretation of art with regard to the producer’s intentions
has been the subject of much debate. The traditional, commonsense
view that the key to understanding works of art can be located in the
intentions of the author, has been critiqued convincingly by authors
such as Roland Barthes and Michel Foucault who emphasise the active
role of the viewer/reader in creating meaning in visual and written texts.

Crowther himself states in the conclusion of the abovementioned book
that the aesthetic domain, and art in particular, answers the needs of
self-consciousness by enhancing or reflecting the necessary factors
in self-consciousness. He argues that “by so doing it enables the
embodied subject to engage with his or her essence at the level of
perception. In this way self-consciousness intersects with itself in the
fullest sense. Its ontological reciprocity with the world is complete but
not rigid. It is a free-belonging”."*

Through looking to the “lived spaces” rather than rhetoric, calculations
and presumptions, we can obtain a clear and actual picture about the
city-space and its users. The user has the capacity to interpret the urban
space and to interact wit h it in ways different than the pre-determined;
thus the user has a crucial role in the production of urban spaces.
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Through the prototypes we generate settings, deliberately
constructed situations to foster and develop ideas and
discussions.

Establishing such settings can recycle the physical and mental spaces,
dwelling on sociality as a generative and transformative force. Such
settings do not impose a beforehand-prepared statement but rather
seek out new debates and ideas in order to produce knowledge both
socially and spatially.

In 1954, at the age of 85, Frank Lloyd Wright formulated the mental
task of architecture in the following words:*® “What is needed most in
architecture today is the very thing that is most needed in life — Integrity.
Just as it is in a human being, so integrity is the deepest quality in a
building...If we succeed, we will have done a great service to our moral
nature — the psyche — of our democratic society...”

This emphatic declaration of architecture’s mission is even more urgent
today than at the time of its writing 50 years ago. And this view calls for
a full understanding of the human condition.

“8Loyd Wright, F., “Integrity”
in (1954) The Natural House,
Horizon Press
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Having discussed and outlined the theoretical framework concerning
the conceptualisation of the prototypes, the plausible question that
arises regards their forms. As mentioned repeatedly throughout this
thesis, we maintain that architecture is not only what is built. Rather it is
a conglomerate of both conscious and unconscious thoughts, needs,
projections. We could agree with Rem Koolhass' that architecture is
a “method of systematic idealisation — a systematic overestimation of
what exists, a bombardment of speculation that invests even the most
mediocre aspects with retroactive conceptual and ideological charge.”

S0, should the prototypes be some kind of non-formed, non-standard
architecture” If we try to define what non-standard architecture is, we
would argue that it is an architecture, which should go beyond the
bounds of any assumptions about form, any anteriority or exteriority of a
determining principle, of the elaboration of form. An architecture based
on formal design cannot resist change of one of its parts without losing
its identity. On the other hand, an architecture without form — informal
— allows change, restoration, and change of its image without its form
being altered, and as such, the object remains. It can spontaneously
absorb additions, subtractions, and technical modifications, without
disturbing its essential order.

With this understanding in mind, the next problem that needs to be
considered is presenting the participatory projects. To grasp participatory
art from images alone is almost impossible; casual photos of people
talking, eating, attending a workshop or screening or seminar tell us very
little, almost nothing about the concept and context of a given project.
They rarely provide more than fragmentary evidence, and convey nothing
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of the affective dynamic that propels artists to make these projects and
people to participate in them.

Can Altay states: “...I'm currently thinking about the question of a
more open-ended practice; whether it's possible to position oneself
as a generator of some sort of setting, and not exercising complete
control over, and acknowledging / promoting unforeseen possibilities.
The “relational” aspects of artistic practices have come to be ever
more evident in becoming moments or acts that not only questions but
“make happen”, taking sociality and spatiality to their core and acting as
catalysts or relations; between the work and people, between people
and people, and between people and space”. '

Irit Rogoff, in her paper: “We — collectivities, Mutualities, Participations” '’
argues in respect to an emergent collectivity. That is a performative
collectivity that is produced by being together in the same space, being
subject to, or becoming subjects with that space and what it holds, that
might lead to “a form of mutuality which cannot be recognized in the
normative modes of shared beliefs, interests or kinship.”

Rogoff claims that meaning is not to be produced in isolation but through
“intricate webs of connectedness”, and not as through the subjectivities
viewers project in relation to an artwork, but rather through relations with
and among one another and the temporality of the exhibition context.

It is not easy process for architects to override their intrinsic capacity
to specify. It needs courage to challenge an architectural tradition that
has historically decided its language and syntax for the representation
of an external normative principle, of a rigid restriction to orders. While
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trying to achieve this, we are inevitably faced with the argument of Gilles
Deleuze, when in his book The Fold' refers to the current situation
when the fluctuation of the norm replaces the permanence of the law,
when the object positions itself in a continuum through variation, when
automated digital production or the digitally operated machine replaces
die stamping. The object's new status is no longer compared to a
spatial mould. More specifically, a relationship in form/matter, but rather
to a temporal modulation that involves being continuously placed in a
variation of matter as much as in a continuous development of form.

According to Deleuze, the object exists only in the variation of its profiles
and refers to a transformation that is a component of the subject. This
is precisely the dynamic that he refers to as objectile. “An object here
is manneristic, not essentializing: it becomes an event”.’™® Deleuze
distinguishes between object as event and the objectile as occupying
an in-between state in the dissolved nothingness of space and time.
The performance of embodied knowledge informs this liminality. It is
important to note that an object becomes an objectile by means of an
event. The transition from the object to the objectile can be described
as follows "“the new status of the object no longer refers its condition
to a spatial mold — in other words, to a relation of form-matter — but
to a temporary modulation that implies as much the beginnings of a
continuous variation of matter as a continuous development of form”, 1%
Anticipating the phenomenological concept of intentionality, it is indeed
a question of describing the phenomenon of the joint constitution of
form and consciousness, of seizing the intertwined threads of qualitative,
physical, material and biological determinations leading to a form to be
established.

195



196

In this framework, our case studies, our prototypes were
formed as concrete architectural objects on one side, and as

models translating Deleuze’'s concept of the objectile.

They are conceived rather as means, which incite events. They consist
of four projects that we carried out at different stages of the research
process, and which all provided valuable insight into urban human
behaviours and aspirations, and helped rethinking our role as architects.

i.KIOSK, initially designed as a ticket halter, acts like an urban
attractor just by its presence — the user can “make architecture”
through it, but his interaction options are quite limited.
wasserLOS, which is a large-scale project, was evolved as a
communication platform, It accomplishes the stage of “technical
prototype”, while it is functions only through the human presence.
ICH is an experimental device, which was first presented in an
exhibition context and now stands in the TU. It is an expedient self-
model that develops as an outcome of the information processing
in the mind.

A21 is a plainly “street project”, since there was the possibility to
assess in a real urban context over a longer period of time. Thereby
the interaction with the user functions even unconsciously.

The form and function perspicuity of the prototypes along with their
technological requirements and achievements operate conversely to
their interaction capacity, along with their ability to provoke involuntary
participation. In other words, the more non-standard our architecture
became, the more feedback we received. It is therefore reasonable,



as well as understandable, to physically create the last two of our
conceptual prototypes, in order to provoke action. Thereby, action is
conceived as a generator of attitude, ephemeral action, which leaves
only traces, passions. The intervention is really the action and not what
remains afterwards. The true intervention is the cutting, clearing away
rubble and dissembling at the same time as the environment is modified.
All that remains in the aftermath is passion, understood as architecture
insofar as there occur inevitable alterations in use and time.

Today's participatory art usually tries to emphasize the process over a
definitive image, concept or object. It tends to value what is invisible.
In other words it tends to value a group dynamic, a social situation,
a change of energy, a raised consciousness. As a result, it is an art
dependent on first-hand experience, and preferably over a long duration.
This is another reason why we decided that our prototypes should also
have a specific form, that they would not be mere situations with no
background. We try to find a way to design actual (and not virtual) space;
it is our architecture that creates the situation every time. Unlike a lot of
participatory art produced nowadays, we do not reject the aesthetic
quality (Unlike the Dada cabaret, the Situationist détournement, or the
dematerialized conceptual and performance art, documented just by
formless-looking photos).

Through the prototypes we meet the ceaseless virtualization of the
existing, by the continuous formation of urban hybrids. They support
a multiplicity of functions, permitting the global to be locally present.
Through them, locality is redefined, or calls for a critical redefinition,
assumes a new role. Locality is density interface and event, between
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the experimental constructions and the city. Urban hybrids promote the
coexistence of the physical and the virtual and with the same movement,
the coexistence of the local and the global. Urban hybrids are public in a
local and global sense. Everything happens in an urban tissue that has a
memory, but does not resist inserted radical localized changes.

They are in a continuously evolving condition related to the
+ changes of activities that take place.

They are always in tension because they provoke a continuous circle of
deritorialization and reteritorialization of events.

Through the experimental prototypes as new projectual and conceptual
set of tools in order to draw information, we are aspiring at the
practicing of a more communicative architecture. More specifically,
an architecture prepared to favour the cultural signs and expressions
of its time: hybridisations, transfusions, mixtures and influences. New
natures produced through new marriages for an architecture that seeks
to project the individual in more stimulating landscapes: interfaces
between the individual and his or her world.

This new architecture does not try to restore contact with the user and
spectator by means of passive experience. Rather it restores contact
by means of active participation. It seems to attempt fusion with the
dirtiness of reality. It is a plea of deadlines, experience and doing. It
expresses a longing to establish a link with time and reality, which are to
be understood as fragmentary.

It is an architecture that is not particularly focused on the architectural
object, on representation or on the structure of the building itself, but
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is chiefly concermed with creating conditions for all kinds of topical
activities. It is architecture as scape, which leaves room for the dynamic
of reflexive modernity. It takes paradoxical reality as its point of departure.
The history of contemporary times is also the history of urban mobility.
This is a mobility, which cannot merely be reduced to movement in
space. It is a continual process, starting with the structures of economy
and ending with social relations.

Pic.17
X-Ray Prototype i, KIOSK
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04.6.1
i.LKIOSK

%Ranciere,  J., (20086),
The Poltics of Aesthetics,
Continuum, London

1581pid)

The i.KIOSK was our proposal for a competition for O Ticket Austria.
The idea was to create an object, which not only would act as an urban
attractor through its positioning and its aesthetics, but also would trigger
interaction. The Ticket booth was restricted to a given size but our design
wanted to break this rule by implementing special fold-out arms, which
could invade the space on a temporary base and open up the actual
functionality of i. KIOSK of selling tickets and informing people about the
upcoming events.

We intentionally designed the i.KIOSK as very monumental.

It was meant as a visual intruder, which would trigger people’s
+ curiosity and thus encourage interaction with people.
The different additional “arms”, which could be pulled out, would give
them the possibility to influence the “look” of the i.Kiosk. Our intention
was to create an “occupation” in a space of possibilities, following
Ranciere’s thought: “...the idea of a “distribution of the sensible”®
implies something more. A common world is never simply an ethos, a
shared abode that results from the sedimentation of a certain number of
intertwined acts. It is always a polemical distribution of modes of being
and “occupations” in a space of possibilities. It is from this perspective
that it is possible to raise the question of the relationship between the
‘ordinariness” of work and artistic exceptionality.”® Thus the actual
functionality of i.KIOSK (selling tickets and informing people about the

upcoming events) does not either exclude or even sublets its function
as artistic intervention.
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Pic.19
Closed - Prototype i. KIOSK
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%"De  Certeau, M., (1984),
The Practice of Everyday Life,
University of California Press

Retrospectively we are now in a position to take a more critical stance
towards of the project. The overly “iconic” aspect of the booth didn't
compensate the actual limited interaction the fold-out arms would offer,
They would fold out in a pre-designed way leaving little possibility for
any great surprise, and therefore the scope for provocation was rather
compromised. In fact, to begin with the function of the booth is very
well defined (providing information about upcoming events), so probably
introducing the idea of spatial interaction was confusing and therefore
not appropriate in this context. Another lesson is that the use of virtual
interface for its own sake doesn’'t necessarily result in real interaction
and represents a risk of quick obsolescence.

But the main outcome of the project and the following debriefing is
this question: to which extent and how can we allow users to interfere
in the organisation of their own environment? Usually the mission of
the architect is described as the physical organisation of space for
people. In our view this is a too narrow definition and underestimates
the fundamental aspiration of every human being, which is to transform
his or her environment. In Michel de Certeau's words, people are more
producers than consumers, more creative than passive.'®” Although it
iS more or less conscious in people’s mind, architects should see this
aspiration not only as a fact, but also as a chance.

+ Interaction is interesting when it isn't fully predictable.

The prototype is an encounter that pursues no commercial aim or
specific array of services, but only involves the presence of people and
their ways of being together. This type of research stems from the so-
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Pic.22
Technical Plans Prototype i.KIOSK



called psycho-cartographies or psychosocial maps, which are open to
constant mutation.

The I.KIOSK functions as a landmark, but it doesn't actually transform
its surroundings. On the other hand, although it is actually reshaped
through the ways the users decide to deal with it, it ensures neither the
participation, nor the communication between the visitors. These were
the conclusions, which helped us engaging in a completely different
approach in our following projects.
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04.6.2
wasserLOS

For the project wasserLOS it was crucial for us not to create a traditional
monument, namely a passive construction to commemorate a specific
event or person. Instead we wanted to create an interactive structure,
which would constantly change depending on its usage.

wasserLOS is an art object, also initially designed as a proposal for a
City Hall Square, which then was evolved.

The water in the public art piece undergoes four different steps, which
are connected with each other. Together they form a circuit, which get
activated through the movement of users. The paving stones in front
of the public sculpture are laid on water mats, which passers-by apply
pressure on when stepping on them. The bodyweight of a person
compresses water out of the rubber mats and moves it through some
pipes to a water wall. In other words a person’s weight pumps water
through the structure, and thus sees immediate and temporary effects
on the monument.

Strengthened by a pump the incoming water is pumped upwards in the
panel, where it reaches then the 7 different ports. The more water and
pressure (number of visitors) are transferred, the more ports operate.
Furthermore, water conductors (propellers) are installed in the glass-
panel, breaching the water-courses over again. The water conductors
swivel on the one hand with the weight and the pressure of the water
and on the other by the contact among themselves.

In comparison to the I.KIOSK, wasserLOS can be seen as going a
step further towards achieving true interaction, as the user has a real
influence on the appearance of the monument. wasserLOS functions
and is formed only through the human presence. Furthermore for this
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project we developed some prototypical samples, which demonstrated
that wasserLOS actually works on a technically level, but also helped us
gather information about interaction,

The user(s) becomes the very provocation factor in wasserLOS and
theby the initiator of its interactivity. Specifically, the presence and the
movement of the individual are necessary for the monument to work,
that is to begin operationalising its interactivity with the user. The number
of visitors determine the quantity and the pressure of the water going
through the monument and thus makes the public the author of the
monument, which is admittedly quite rare in a regulated public space.
As some water mats are placed at the entrance for example some
passers-by will not be aware they activate the construction. These
unexpected moments are also making the monument more playful and
interesting. The more water and pressure (from more people on it), the
more ports in the wall get activated, which creates a very diverse and
always changing picture of the water runways in the object.

At the foot of the glass panel the water (depending on the guantity) is
distributed in six collecting trays, which are equipped with generators.
Depending on which tray the water reaches, it is redirected to a
corresponding tube. The tubes are equipped with plastic balls, which
are pushed upwards under the pressure of the water and thus form a
coloured pattern. The position of the balls depends on the guantity of
the water. If the water pressure decreases (depending on the movement
of the visitors on the infrastructure) the water flows into the tank, from
where it is distributed back to the water pressure mats. That way the
circuit is closed and flow can start again.



In a way the water runways on the wall reflect the busyness and
movement on the square, which also get signified by some lights on
top of some additional tubes emerging on the side of the object. The
lights are tumed on and off depending on generators activated by
collected water. The more water gets in the generators the brighter the
lamps glow, a kind of dimmer effect caused by people. wasserLOS
thus creates a complex communication between the participant and
the structure. Physically experiencing the influence he or she has on
the movements of water and lights, the participant gets an awareness
of his surroundings and thus is encouraged to reflect upon the notion
public space.

The issues that arose regarding the concept of wasser L OS is that it can
actually function through the participation of quite a lot of people — it then
makes more sense. It is also not easy to provoke the user to participate
over and over again.

Within the framework of this dissertation, we tried to carry prototypes
in scale 1:1 as much as possible, in order to lean directly from real
usage. Due to the nature of wasserLOS, namely its monumental and
quite expensive character, we were able to just built a test version; this
is a reason why after this we prioritized low-tech projects. Nevertheless
the functional models allowed us to test not only the technical aspect
but we also gathered some information about how effective and
responsive public is to immediate interaction. What we learmed is that
the intervention itself is what matters and not what remains afterwards.

Building on this lesson we started conceptualising our approach towards
the next prototype: ICH
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Pic.26
Prototype wasser OS

The concept of the paving stones of wasserLOS is an evolvement of the project
“Common Ground”, a collaboration of Assocreation with Daniel Hora
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Pic.27
Section wasserL OS



S8wWolf D. Prix in “Get off of my
cloud”

‘.. Itis not always important to built architecture. Yet, sometimes it's very
important because interest in the tangible, three-dimensional corpus of
architecture is diminishing. This is the consequence of separating mind
and body, thinking and being. Virtual space becomes a playground of
a mentally stimulating life. Mentally stimulating architecture opposes
realisation. The counterpoint, however, is not fragmentary form,
negation, or shifting, but rather, the simultaneity of comprehensible and
incomprehensible spaces”.”®

Since our first two prototypes were actually virtual (mental stimulating
according to W. Prix), the last two are constructed, so that we create
real spaces, real interactions.
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Concept wasserLOS
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04.6.3
ICH - Imprint
of a person

"9Nancy, JL., (2000), Being
Singular Plural, Stanford
University Press

"®\Merleau-Ponty. M., (1974),
The Primacy of Perception,
Routledge & Kegan Paul,
London

Jean-Luc Nancy states that “people are silhouettes that are both
imprecise and singularized, faint outlines of voices, patterns of
comportment, sketches of affects, not the anonymous chatter of the
public domain”. He goes on by asking himself what is “an affect, if not
each time a sketch? ... What is a singularity, if not each time its “own’
imminence”,

Maurice Merleau-Ponty accentuates the importance of experiencing the
world via numerous senses, above all the body: “...our fundamental
cognition of the world is not purely ‘mental’, a wholly intellectual operation
— itis rather a function of all our sensory, motor, and affective capacities
operating as a unified field. This involves a primordial awareness of our
body’s positioning and its unity — an awareness which articulates the
world into an intelligible schema”.'®

The experimental prototype ICH gets its form from the well-known pin-
game in which you can press your hand, your face or whatever else in
that scale into a surface of nails creating a quite precise imprint on the
other side. The particularity of ICH is that it is in human scale and thus
offers a much more direct spatial experience. As the principle is very
simple and they immediately feel familiar with it, people eagerly accept
to interact with the object.

The installation consists of a freestanding pin wall made of &.786 plastic
pins, which create 3D figures when are pressed against. If a body (or
part of it) is pressed against the backside of the pin wall, the pins reveal
a three-dimensional copy of the figure on the front,
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STpyglisi, L. P, (1999), Hyper
Architecture.  Spaces in the
Flectronic Age, Basel, Boston,
Berlin: Birkhauser

®Deleuze, G., (1992), The
Fold. Leibniz and the Baroque,
University of Minnesota Press.

8%pallasmaa, J., (1996), The
Eyes of the Skin: Architecture
and the Senses, John Wiley &
Sons

The user automatically gets a sense of ownership to the replicate
formed by the pins. Post-it notes are provided to the participant in order
to give him the possibility to redraw his or her “ICH” (meaning |, or Ego
in psychoanalytic terms) — imprint from a Plexiglas surface in front of the
pins wall. These post-its are squared (pixels) in order to help the visitor
with the mapping of the imprint and thus give him a concrete souvenir
of this momentary manifestation of his Ego.

The above seem to go along with Puglisi's notion of ‘projection’,
according to which the design content is translated from one system
of notation, representation or embodiment to another. Puglisi has
diverse concepts of projection:'®" projection as transference as used
in psychoanalysis, projection in art as the basis of representation and
projection as reflection and mirroring as used in philosophy. According
to Deleuze, the world becomed present through projection. The soul
is projected into and onto the body as the world is projected to an
individual’'s receptive organ via something he calls “vibrations contracted
by the body”.'®?

4

Juhani Pallasmaa argues that “the role of the body as the locus of
perception, thought and consciousness, and of the significance of the
senses in articulating, storing and processing sensory responses and
thoughts”, %

The binary relation between the mind and the body, both in
metaphorical, as well as in a literal level has often been an
issue of various disciplines, including philosophy and the
theory of architecture.
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The division of the body and mind has its foundation in the history of the
Western philosophy. The body is addressed in sports and dance, for
instance, and the senses are directly acknowledged in connection with
art and music education, but our embodied existence is rarely identified
as the very basis of our interaction and integration with the world, or of
our consciousness and self-understanding.

Human consciousness is an embodied consciousness; the world is
structured around a sensory and corporeal centre.,
“‘lam my body”, Gabriel Marcel claims;'®* “| am what is around
, , me”, Wallace Stevens argues;'® ‘| am the space, where |
am” Noél Armaud'® establishes; and finally, “I am my world”,
Ludwig Wittgenstein'®” concludes.

We are connected with the world through our senses. The senses are
not merely passive receptors of stimuli, and the body is not only a point
of viewing the world from a central perspective. Neither is the head
the sole locus of cognitive thinking, as our senses and entire bodily
being directly structure, produce and store silent existential knowledge.
The human body is a knowing entity. Our entire being in the world is a
sensuous and embodied mode of being, and this very sense of being
is the ground of existential knowledge. "Understanding is not a quality
coming from the outside; it is its characteristic way of existing”, as Jean-
Paul Sartre claims. ¢

Existentially essential knowledge is not primarily a knowledge moulded

15\ arcel

was an  early
proponent  of what  would
become a major existential

tenet of Sartre: | am my body.
For Marcel, the body does not
have instrumental value, nor is it
simply a part of extension of the
self. Instead, the self cannot be
eradicated form the body. From
www.iep.utm.edu/marcel/#H3

"88Form the poem “Theory”, by
Wallace Stevens, in Stevens,
W., Kermode, F., Richardson,
J., (1997), Wallace Stevens:
Collected FPoetry and Prose,
Library of America

158Noel Armaud, “Uetat
d'ebauche”, Quoted in
Bachelard, G., The Poetics

of Space (1994), The Beacon
Press, p.137

70 Wittgenstein, L.,
[1922], Tractatus
Philosophicus, Routledge

®83artre,  JP (1993), The
Emotions: an Outline of a Theory,
Carol Publishing Co, New York

(2001)
Logic-



into words, concepts and theories. In human interaction alone, 80%
of communication is estimated to take place outside the verbal and
conceptual channel.

The knowledge and skills of traditional societies reside directly in the
senses and muscles, in the knowing and intelligent hands, and are
directly embedded and encoded in the settings and situations of life. In
accordance with Sartre’s arguments we are born into the world, which
in itself is the most important source of knowledge for us.

In our current global networked culture that puts so much emphasis on
the virtual and the visual, the mind and the body have become detached
and ultimately disconnected. Though physical appearance is idolised for
its social identity, the role of the body in developing a full understanding
of the physical world and the human condition has become neglected.
The potential of the human body as a knowing entity — with all our senses
as well as our entire bodily functions being structured to produce and
maintain silent knowledge together — fails to be recognised.

We Dbehold, touch, listen and measure the world with our entire
bodily existence, and the experiential world becomes organised and
articulated around the centre of the body. We are in constant dialogue
and interaction with the environment, to the degree that it is impossible
to detach the image of the Self from its spatial and situational existence.

Merleau-Ponty’'s fundamental philosophical premise is that our basic
contact with the world is pre-reflective. We operate in and upon the
world without making any explicit conscious differentiation between
ourselves as the subject of experience, and the world as the object
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of it. The basis of this pre-reflective contact consists in the fact that
our fundamental cognition of the world is not purely «<mental», a wholly
intellectual operation — it is rather a function of all our sensory, motor,
and affective capacities operating as a unified field. This involves
a primordial awareness of our body's positioning and its unity — an
awareness that articulates the world into an intelligible schema. There
are two fundamental aspects to this ontological reciprocity. First, in so
far as the body locates us in a definite position, the various elements
in the perceptual field are organised into a foreground and background
according to their proximity and accessibility in relation to the body.

For Merleau-Ponty, objects are primordially encountered and defined
through our body's style of engagement with them. However, whilst the
body thus organizes and gives structure to the phenomenal field, itis also
the case that "“the places in which I find myself are never completely given
to me: the things which | see are things for me only under the condition
that they recede beyond their immediately given aspects”.’® This, in
effect, means that human perception is itself creative and expressive.
This is not only because the body organizes and gives structure to the
phenomenal field through its positioning, but also because the world
recedes beyond and trascends our body's immediate grasp of it. Our
perception is thus a constant and ever-renewing process of structuration.
The world’s transcendence obliges the embodied subject to constantly
change its perceptual positioning in relation to the world.,

Puglisi describes the object — concept — image triad as part of his
concept of projection. The object we see is translated into a concept
that is represented in the image that is painted by the artist and that

"®Merleau-Ponty. M., (1974),
The Primacy of Perception,

Routledge
L.ondon

& Kegan

Paul,



Oyglisi, L. P, (1999), Hyper
Architecture. Spaces in the
Electronic Age, Basel, Boston,
Berlin: Birkhduser

conveys and projects a meaning. This process of projection is carried
out by translations. Translation always denotes interchange and
communication between different realities.©

ICH is an expedient self-model that develops as an outcome of the
information processing in the mind. One creates an interal image of
oneself, That consists not only of colours and forms, but also of instinct
feelings, the sense of equilibrium, cogitations and memories. And in
addition to that, the obstinate impression that a core exists, something
that remains identical over the time.

The intended purpose of this model is to be orientated towards the
outer world, to communicate with other conscious essences, to attract
attention and cerebration. No mental substance corresponds to the
model - it is rather a skilful kind of organizing the information flow.

The self model - ICH has diverse layers: A spatial layer that generates
an intermal figure of the body and its movements; thus we can orient
ourselves. An emotional layer that feeds our awareness with feelings
and desires and afterwards enables their action. A cognitive layer, which
allows us to experience our cogitations as our own cogitations. And a
social layer: Our self models adapt always also to the environment. That
way they are not determined only through the brain, but indirectly also
through the culture we live in.

We are beings that can neither predict mathematically the chaotic
dynamic of our inner situation or our attitude — possibly in the long run
even as a matter of principle — nor comprehend this whole procedure
completely. That way, we can ever and anon surprise ourselves. Humans
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Pic.33 Pic.34
Sequence 01 - Installation ICH Sequence 02 - Installation ICH
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are active beings, who construct their world by interacting with it. In
other words: Without the individual the world does not exist. ICH has an
autonomous, unforeseeable, individual dimension and here is where the
human creativity is located. The origin and the issue of this experimental
prototype is to create an object that maps today’s reality; a blending of
mobility, interchange, migration and communication,

Hegel argues that “the | is in essence and act the universal: and such
partnership (Gemeinschaftlichkeit) is a form, through an external form, of
universality”. """t is well known that dialectical logic requires the passage
through exteriority as essential to interiority itself. Nevertheless, within
this logic, it is the “interior” and subjective form of ‘Me” that is needed in
order to finish the project of finding itself and posing itself as the truth of
the universal and the community. As a consequence, what is left for us
to hold onto is the moment of “exteriority” as being of almost essential
value, so essential that it would no longer be a matter of relating this
exteriority to any individual or collective “me” without also unfailingly
attaining (maintenir) to exteriority itself and as such.

We don't see the object as a piece of architecture per se, but
more as an experimental device to gather information about
people and direct interaction.

Especially compared to the wasserlLOS project, where people
participation was sometimes used without their awareness, the ICH has
a completely different approach. As there is a literal, immediate and

. . , - . - Wallace, W., trans. (1975),
tangible translation or the user's behaviour, ICH plays with the notion of Hegel GWE. Hegels Logic
authorship and reveals the complexity of the object-subject relationship. Oxford University Press



Our body's hold upon the world is of enormous complexity. In even
the simplest experience, rational, sensory, affective, and socio-historical
factors are interwoven in an inseparable unity. This inseparability has
both a phenomenological and a logical basis. The phenomenological
element is the fact that our body’s primary reciprocity with the world is
largely pre-reflective, that is, it is one wherein we do not consciously
separate all the different factors (the rational, the sensori-motor, the
socio-historical, etc.) which are being brought to bear in a particular
experience. The logical aspect is that all the elements operative in a
moment of experience form a qualitative whole. Remove any one of
them and the character of the whole is changed. It becomes a different
experience.,

“This work takes as its major premises the fact of human embodiment.
The particular human subject is just one amongst other such sensible
beings and things, with whom it is engaged in a constant process of
reciprocal interaction and maodification. The reason why this process
is constant is because embodied beings are finite. This means that
no matter how thoroughly they engage with the sensible world — with
Othermness (in the broad sense of both other beings and things) —
they cannot fix it into absolute, unchanging place. Otherness is rather
transcendent. We can take some hold on it, but there is always more
than can be contained in any present moment of perception or sequence
of actions. Our engagement with Otherness is achieved not simply by
‘mental’” acts of cognitive discrimination, but through the body’s sensori-
motor capacities (of which language is the highest function) operating
as a unified field. As we grow, this field becomes more unified and
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complex through physical and social interactions.

Our sense of self is not a wholly private thing. Rather, it is a function of
the reciprocity between our unique position in the world qua particular
embodied subject, and the broader physical and social circumstances
in which we both locate ourselves and are located by forces beyond
our control. - A healthy reciprocity between the embodied subject and
its world is one wherein such a subject finds its own sense of self
defined and realized (as well as its physical needs being satisfied). This
focuses on such things as the relations between subject and object of
experience, the personal and the collective, and the particular and the
general,

To push further the experiment, the next step was to install ICH in a
broader context. The exhibition context where it has been shown has
the inconvenience to reduce the device to something you try once and
then move on. On alonger term, in an urban context such as a university,
people start using it as an interface to communicate and react upon
their surroundings. One could even imagine some kind of momentary
“tags” between drawings, written language and body language; a whole
new language could get invented on a participatory basis.

This leads to us our last project, in which combines simplicity, playfulness,
and social interaction.
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04.6.4

A21-
Streetprints
Reshaping
the Grosse
Neugasse

""The Local Agenda 21 Plus
is based on the principle of
sustainable urban development
at the district and city level.
['s governance model fosters
new forms of cooperation
and communication between
citizens and politicians  and
allow a common policy making
on the district level. For this
project see  http://la21wien.
at/die-la-21-bezirke/4-
bezirk/AgendaGruppen/
abgeschlossene-
agendagruppen/hoch-die-neue-
neugasse/

Together with Agenda 21772 we undertook an intensive historical research
around the Grosse Neugasse in the fourth district of Vienna. It was once
a lively street, but somehow the public space isn't shared as much
anymore, so we came up with an idea to revitalize it.

The Grosse Neugasse used to have 4 Inns, which all had bowling lanes.
We decided to relaunch this activity in the street as a way to connect
the past and the present. But this time the game would take place
outside and on much larger scale. We chose the crossing of the Grosse
Neugasse and Schéffergasse as a strategic spot. The visual element
focuses on the crossing of the Grosse Neugasse with Schéaffergasse,
where nine points have been selected.

Ourintervention consisted in nine marks engraved in the asphalt following
the official pattern of nine-pin bowling. At the occasion of street festivals,
the oversized bowling pitch is used for tournaments. It popularity makes
it a great success not only for the actual players, but also for all people
participating in these lively events. One can say that the bowling game
has made possible the meeting of people of different generations and
packgrounds, who would never have shared some time together before.
As our main goal was to instigate more participation of the community in
the public realm, we can see this as an achievement.

When there’'s no street festival the engraved points functions as
permanent reminders of the past; not only of the time when Grosse
Neugasse was a lively street and bowling was an indoor activity several
places in the street, but also of all the other events, which have taken
place around these marks. More generally they encourage passers-by
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to reflect upon their surroundings, and the memories and projections
they associate with the place.

To our surprise, people started to use the points in unexpected ways.
The spot gets used as a convenient meeting point for example. The
benches installed around the points became highly sought and kids use
the imprints on the street for new games. In general the bowling imprints
are now a good “hang-out” spot. People started to become proud of
this street and take better care of it. Through our research experiment
we instigated urban moments we could not predict before.
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This thesis is based on the design and operationalisation of experimental 04.6.5
prototypes for the investigation of the urban space as a tool and medium Outcome of
for obtaining actual (not calculated and projected) knowledge on the
the prototypes

user, the society and wider cultural, economic, political processes.
These prototypes function as provocation factors in the city — in the
reality itself — through their physical interactivity, namely the fact that the
architecture itself changes. Our main concemn through this approach
is the definition of new procedures for the transformation of the human
environment that are based on direct action.

The micro spaces defined by the prototypes are not
permanent. These spaces move, change form, expand or
disperse; hence they are mobile and impermanent spaces.

These redefined spaces represent a sought condition of the user. The
experimental urban prototypes lead to a new type of space, constantly
transforming on an event-specific basis. The system interacts constantly
with the cityscape and the citizens. Its existence depends on the
relationship city-citizens. On the other hand, it is due to their presence
and their functions that the city is in a condition of continuous adaptation.

The prototypes are elaborated in a way to combine the more abstract
theories on the urban with actual spatial formations. The theories
become concretized in the investigated urban space and elucidate the
main issue of this project: the understanding of the appropriation and
redefinition of space and the exploration of a user group and their hidden
expressions through the space produced in their practices. VWe can
relate this experience to how Henri Lefebvre defines space. According



"Saltay, D., “Urban Spaces Re-
defined in Daily Practices”, in
Frers, L., and Meier, L., (2007),
Encountering urban places. Re-
Materialising cultural geography,
Ashgate Publishing Limited

to him, space, being a social product, is always a partial product, always
to be further produced through experience, sociality and constantly
generated meaning. Through the prototypes we generate spaces, which
combine reflection, exchange and function all at once and we establish
a setting, a deliberately constructed situation for ideas and discussions
to take place and foster. Such settings recycle the physical and mental
spaces, dwelling on sociality as a generative and transformative force.
They do not impose the pre-prepared statement but rather seek out
possibilities of previously un-constructed ones through constituting the
ground for the exchange of ideas and production of knowledge, socially
and spatially.

The prototypes are an attempt to understand the different processes
through which the urban space is defined. Despite how spaces are
manipulated through urban designing programs or public and private
interests, once they are provided to the use of the inhabitants, they
are simply redefined through their (conscious or not) needs. The
urban space is produced in the ways the inhabitants / visitors use it.
Therefore, the urban space is defined through the combination of both
its designers, as well as its users. As D. Altay states:

, , “If planning, design and construction are the first steps of
this (the space’s) production; then the use, experience and

N o170

appropriation are the following steps of it”,

The prototypes intend to provide broader discussions on the lived
spaces, not to theorise singular cases. They are not mere specific
constructions; they represent ways of spaces redefined by the users.
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These case studies should be evaluated within a wider context. The
aim of this thesis is to focus on the redefined space, created by the
users for their own needs and desires. The prototypes inform us about
the potential spatial formations within the city, about the needs of the
inhabitants — and the goal of this thesis, like already mentioned, is to
accumulate this information. It is not to overlook though, that (especially
since it is a non-ending procedure), even the acknowledgement that
they function as ways of gathering information in a way that embodies
the theories we studied in the first part, this thesis has practically reached
its goal.

The i.KIOSK provokes just through its positioning. It is a landmark, an
occupation in a space of possibilities.'™ According to Ranciere, the
world results from the “distribution of modes of being and occupations
in a space of possibilities”. He argues that it is out of this perspective
that accrues the question regarding the relationship between “the
ordinariness of the world and the artistic exceptionality”.'”

The i.KIOSK poises between this world's conventionality and the art’s
uniqueness. In the same way it can be considered as a normal ticket
station, it can also be seen as a special intervention. Its character
depends on what the visitor assumes. In this framework, its actual
functionality neither excludes, nor sublimes its function as an artistic
intervention.

It is though true, that the user is not really involved in its use — and
certainly not involuntarily. Even when the visitor decides to make use
of all its possibilities, the 1.KIOSK does not really alter its environment.
It does function as a landmark, but there is not actual interaction with

"4Ranciere,  J., (20086),
The Poltics of Aesthetics,
Continuum, London
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the vicinage. Although it can constantly be transformed by the city-
inhabitants, there is minimum communication between the different
users. Taking the above into consideration, we can certainly argue
that the procedure in order to extract the information needed has not
attributed the anticipated outcome in this case. We did speculate what
its function hypothesis should be, but the steps of provocation and
participation were not so influential. Therefore, the information procured
is not exactly the kind we are looking for. We therefore moved on in
conceptualizing the next prototype.

The main task, after the experience with the I KIOSK, was to involve
the user more; not only in using the prototype as prescribed, but also
in order to decisively interact with it — or even change it. Therefore, the
speculation, the hypothesis in order to design the next prototype was
first of all to provoke more interaction, more coherence between the
user’s actions. In this sense, there would be a connection of the singular
points, namely of the singular actions and individuals. We wanted to
research the combination of the visitor's actions, the communication
petween them. Through wasserLOS we wanted to arrive to the
unintended, the reflex participation.

wasserLOS meets the need for communication — that is its primal goal.
Communication is achieved even unintentionally — since there are no
limits regarding the participants and everyone affects the other just
through being there. In this sense, wasserLOS meets also the need for
participation, even the unintentional one.

On the other hand, although wasserLOS manages to practically carry
out the tasks of the speculation | provocation | participation procedure,
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its monumental character and function do not really intrigue the visitor;
they certainly don't set the preconditions in order to re-visit the project —
once there, the user has seen everything and there is no reason to go
once more, since it is always the same thing that happens (maybe in
a different extent and intensity). The other problematic issue regarding
wasserLOS is that it actually functions thoroughly only through the
participation of more users; especially because of the monumental and
complex character of the project just one or a few users are not enough
in order to lead to remarkable results.

The complexion of the wasserLOS that led to a reasonable difficulty
as far as its realization was concerned made us tum to a more plain
and simple concept. The new prototype should not only follow and
substantiate the speculation | provocation | participation procedure, but
also embody some of the theoretical issues that have emerged through
this thesis and either verify or contradict them.

ICH is quite simple, not only as far as its construction is concerned —
whilst this simplicity made its (more than once) implementation possible
— but also as a concept; it is based on a well-known game and requires
minimum human presence in order to function. ICH plays literarily and
metaphorically with the binary relationship between the mind and the
body. The user communicates his state of mind, his comprehension
of himself, his temper, attitude, provocative spirit or dutiful behavior
and a lot of other things we cannot even imagine in advance. So
the hypothesis, the speculation expressed through this architectural
object is deliberately left quite broad — especially because the previous
projects where very specific. Regarding its intriguing nature, the so far



experiences prove that ICH provokes multilateral participation. What is
additionally interesting, is that people are using, are playing with ICH
more than once — they communicate their current state of mind and
mood. Hence, we can undoubtedly argue that it fuffills its provocative
task.

Another interesting issue regarding ICH is that the user can also then
draw on the post-it what he has created in the pin wall; in this framework
the user not only communicates with the other what he chooses to
share from his esprit, but he himself also translates his appearance by
drawing his just-formed-silhouette on a piece of paper. An interesting
outcome during this procedure is the way people see themselves,
as well as they decide to recommence the whole play if they are not
satisfied with theirimage. In this framework, it is then reasonable to claim
that ICH leads to the requested information. What remains somehow
unclear is whether this is direct or implicit information — this depends
on the participants every time, they decide how they want to deal with
ICH, whether they want to take it seriously or just play with it (which
is also a form of information and this leads to a vicious cycle). In this
framework, it becomes obvious that the task of the prototype ICH has
no conclusion; it can always produce new results, depending on its
location. We therefore are not expecting to have so-called final results.
It is the power of the experience rather than its duration that leads to
gauge its meaning and effect.

Therefore, a task of the next project was to be able to produce more
concrete results.

A21 is a much more concrete project than ICH, since it deals with a
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specific crossroads and its history. It also has a concrete way of dealing
with; we therefore don't have so exciting results as from ICH, but we
definitely provoke much more participation, as well as interaction through
different ages, professions, backgrounds. What is maybe even more
interesting regarding A21 is how people are using it in other ways than
the predicted ones. The outcome of this project lies in what this public
spots mean for the neighborhood by now, how they have been adopted
as well as what they represent. In our opinion this project marked the
transition in our practice from interaction to participation. The difference
between these two notions will be further elaborated in the conclusion.
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The fruition of this thesis lies in the binary relationship between the qualitative 05_1
Conclusion /

them into architecture, while architecture in this sense is not considered merely Architecture
built. After all, like Pallasmaa argues: as a process

theory research methods, and the empirical praxis. \We search for the essential
material in order to uncover the existential needs of society today and translate

it directs our consciousness back to the world and towards
our own sense of self and being.

, , “The ultimate meaning of any building is beyond architecture;

Significant architecture makes us experience ourselves as complete embodied
and spiritual beings”.'”®

In the introduction, we refer to the dual nature of architecture. Since
its primal appearance, architecture has to combine the totally
heterogeneous notions of space and use. The nature of this duality
leads the discipline to be constantly on the verge of change. This duality,
partly unintentionally and partly voluntarily led us to the formation of this
dissertation through dualities — bipolars.

Throughout this thesis, we “dangle” constantly through

+ dualities — binary relationships: the body and the senses, the
theory and praxis, the phenomenological and the contingent
nature of architecture,

In this framework, we refer to prominent phenomenologists, such as "®Pallasmaa, J., (2005), The

Martin Heidegger, Maurice Merleau-Ponty and Juhani Pallasmaa several ~ Fves of the Skin: Architecture
and the Senses, John Wiley &

times throughout this thesis, while on the other hand, we also analyse Sons



"Kaufman, F, ‘At and
Phenomenology” in Natanson,
M., (ed.), (1966), Essays in
Phenomenology, Martinus
Nijhoff, The Hague

178Bachelard, G., (1994) [1958],
The Poetics of Space, Beacon
Press

contingency, as related 1o the aesthetics in general and to architecture
in particular. Phenomenology is a term that was brought up due to the
complete scientific mind of architecture; it proclaimed that the senses
should be stimulated by the design and not just the visual stimulus like
many buildings are doing today. By using the entire stimuli the architect
is creating a joumey through each threshold. This designing to create
a memory is one in which time is a constant and to design with genus
loci not to lose sight of the place. Finally what needs to be done is to
have a concept that can establish an order in which to limit and create
a course of intent.

Inhis Artand Phenomenology (1940) Kaufmann'”” gives acomprehensive
overview of the relation between phenomenology and art. Kaufmann
conceived intentionality as a relation between the factical life of a
self and the historically situated world of this self, which is ultimately
characterised nit through a «belief», but rather through an ontologically
conceived openness, the form of which can be traced back to Aristotle’s
noein. The aesthetic experience, according to Kaufmann, goes back to
this primal structure out of which it emerges and to which it retumns.

On the other hand, regarding the dependant, non-concrete character
of architecture, there is Gaston Bachelard in The Poetics of Space,'™®
when he implicitly urges architects to base their work on the experiences
it will engender rather than on abstract rationales that may or may not
affect viewers and users of architecture. It is about the architecture of
imagination.

Contrary to philosophy, science, and the arts, architecture has not
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sufficiently interrogated the idea of chance, of contingency in its own
production. Architecture’s dominant theories and practices have hardly
pursued, at least not openly, the thought that chance may be a positive
agent in the different stages of architecture, from design conception to
construction and use. Like Jeremy Till states:

In this framework, we could mention Richard Scherr’s article,'® where
he defends architecture’s capacity to perform as index. According to his
thoughts, the notion of index is an attempt to understand architecture as
adirect physical manifestation of an external cause based on establishing
an explicit physical connection, or cross-referencing between “cause
and effect”. The result is an architecture contingent upon those factors
that can generate an inalterable formal response, or an architecture that
‘makes itself”.

‘Contingency is, quite simply, the fact that things could be
otherwise than they are”.””

Architecture is being shaped by planned and unplanned actions, logic
and chance. When designs are realized as built environments chance
takes an ever-stronger role: it becomes a synthesizing function of space,
time, and the on-looker, constantly influencing the complex equilibrium
of forces that constitute experience.

Architecture is the practice of sustaining this equilibrium: confronting
indeterminacy, appreciating and at time purposefully enabling the
performance of chance rather than trying to rule it out. Itis the architecture
of moment, vulnerable, bur constructively so, to accidents; it gains from
failures and imperfections, and accepts chance as an essential part of

"Rasch, W.  Luhmann,
N.,  (2000), Modemity: The
Paradoxes of  Differentiation,

Stanford, CA: Sanford University
Press.

805cherr, R., (1991),
“Architecture as Index: Toward
a Theory of Contingency”
in Joumnal of Architectural
Education (1984-), Vol. 44, No.3



"®\Manolopoulou, Y.,  (2007),
“The Active Voice of Architecture:
An Introduction to the Idea of
Chance” in field: a free journal for
architecture, Volume 1, issue 1

182Heidegger, M., Farrell Kreel,
D., (ed.), (1993), Basic Writings,
Harper, San Francisco

"®Heidegger, M., (2002),
“Building, Dwelling, Thinking”
in The Essence of Human
Freedom. An Introduction to
Philosophy, Continuum, London

"®pgllasmaa, J., (2005), The
Eyes of the Skin: Architecture
and the Senses, John Wiley &
Sons

%Pgllasmaa,  J.,  “Selfhood
and the World. Lived Space,
Vision and Hapticity” in Diaconu,
M., Neuberger, E., Mates-
Berr, R., Vosicky L. M., (eds.),
(2011), Senses and the City.
An interdisciplinary approach to
urban sensescapes, LIT Verlag,
Vienna

existence. Chance is the only real and radical voice architecture has.'®'
The bipolar relationship between the body and the senses is expressed
through the ways architecture articulates the experiences of being-
in-the-world and strengthens our sense of reality and self. Heidegger
argues that “more essential than instituting rules is that human beings
find the way to their abode in the truth of being”.'®? In his essay Building,
Dwelling, Thinking, Heidegger states, “You cannot divorce man and
space”,® in order to explain the inextricable relationship that we have
with the world and the world with us. It is therefore logical to affirm
that architecture has the unguestionable capacity and responsibility to
influence this connection.

Art and architecture strengthen the sense we have of
ourselves.

The architectural objects are supposed to provide “the horizon for the
understanding and confronting of the human existential condition”. '
According to Pallasmaa: “in the experience of art, a peculiar exchange
takes place; | lend my emotions and associations to the space and
the space lends me its aura, which entices and emancipates my
perceptions and thoughts”.'#

An architectural work is not experienced as a series of isolated
retinal pictures, but it is fully integrated material, embodied
and spiritual essence.

It offers pleasurable shapes and surfaces moulded for the touch of the
eye and other senses, but it also incorporates and integrates physical
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and mental structures, giving out existential experience a strengthened
coherence and significance. “We identify ourselves with this space, this
place, this moment, and these dimensions become ingredients of our
very existence. Architecture is the art of reconciliation between ourselves
and the world, and this mediation takes place through the senses”.”®

Pallssmaa gives architecture the role of the middleman between man
and space. “The timeless task of architecture is to create embodied
and lived existential metaphors that concretise and structure our being
in the world. Architecture enables us to perceive and understand the
dialectics of permanence and change, to settle ourselves in the world,
and to place ourselves in the continuum of culture and time”.'®

In Matter and Memory, Bergson sets out to overcome the traditional
dualism between body (matter) and mind (spirit). His solution is not to
abolish the distinction, but to reaffirm the reality of body and mind in
such a way that the two sides can be brought into meaningful contact.
Bergson criticizes two forms of philosophical dualism: realism and
idealism. Realism is described as a form of empiricism in which
perception and reality are treated as equivalent. It “reduces matter to
our perception of it”.'® For Bergson, there is more perception than
the pure stimulus received from the objective world, and more to the
objective world than is given by perception. Idealism, on the other
hand, radically distinguishes perception from the objective world. It
holds that “matter produces in us perceptions, but is in itself of another
nature than perception”.'® Access to objective reality, then, is afforded
through reason and deduction. It is thereby equated to the concepts of
it developed by the mind. The prototype ICH is our effort to concretize

®0pgllasmaa, J., (2005), The
Eyes of the Skin: Architecture
and the Senses, John Wiley &
Sons

87Pallasmaa, J., (1996), The
Eyes of the Skin: Architecture
and the Senses, John Wiley &
Sons

88Bergson, H., (2007)[1912],
Matter and Memory, Cosimo,
Inc.
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this theory.

[tis in this framework that we chose to combine the sequent interaction
between theory and practice. The ultimate goal of this quest through
the binary relationships is to arrive to the essential material in order to
be able to create an architecture that will respond to the actual human
needs. The question that logically arises regards the nature of this
essential material.

Except from the bipolars, which — besides being analysed in chapter 1
— also appear constantly throughout this thesis, we should not neglect
the main objective of this research work, namely the quest for the
implied information, which we approach both theoretically as well as
also practically.

In chapter 2, we refer to the conventional architectural materials, in order
to build up our contemplation that information is indispensable in order
to produce architecture. Thus, we have analysed the role and history
of the conventional materials in architecture. Through this thesis we
argue that information is the par excellence indispensable constructing
material of our times. Information is the next big element to be included
into an architectural process; the seek and use of it is the main objective
not only of architecture, but also of amost all disciplines. History has
enough paradigms, which prove that the development takes place as
a conseguence of social changes, fashion and political changes, not
only as an outcome of the technological leap. In this framework, the
architecture of our time has to redefine itself.

Information has a crucial role in creating architecture, therefore we call it its
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architecture’s new construction material — actually the sixth
basic building material after the earth (stone, adobe...),
wood, metals, glass and concrete!

Since the theoretical researchis in constant dialogue with our prototypical
work, we also refer to the experimental architectural paradigms of
the 1960s and the 1970s. At this point, we ought to differentiate out
approach from these utopian projects. Our goal is to unveil the implicit
information and in this framework we need real, tangible, constructible
paradigms.

The significance of this topic lies in how, through the
+ combination of theoretical and applied architecture, as well
as through references to philosophy and social science,
we can understand, reveal and use the crucial material in
order to produce an architecture that responds to the implied
necessities of today's society. In the framewaork of this thesis,
we design new paradigms of responsive architecture; we

produce space that reflects social meanings, messages and
symbols.

In order to achieve our goal, we aim at designing space in reflection
of and to the real needs of today's society. We embrace Nietzsche's
musings, who doesn't think of architecture as an applied act (as most
philosophers do), but as a form of political imagination. So the role of
the architect in Nietzsche is someone who is engaged in physicalising
imagination.

Thinking architecture as a form of political imagination has of course
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some implications. The question is whether architecture functions as
“some way of imagining the transformations of context, the organization
of emergent social arrangements and the construction of new institutional
forms”?"1%°

The architectural production of public space could start by identifying
the claims for it. Sometimes these claims are modest and informal, but
what is important is how to transform them into a brief, a challenge and
sometimes a proposal that will give room to the multiplicity of desires
and needs of diverse sets of users.

Space itself has no form. Yet each of its affairs does have a form —
affairs that are as numerous as they are all embracing. Everything that
has to be done (a faire), has to be done within and with space and
is therefore always an “affair of space”. At the same time, everything
that has to be done has to do with things. Affairs of space are always
affairs with things. But space has also an essence as a constellation of
relationships, and it stages this in its wide variety of sensory-situational
articulations. "

While art and architecture have been concemed essentially with
‘making space distinct” and “to state the precise nature of space”,
philosophy, mathematics, and physics have tried throughout history to
give interpretations to something variously described as a “material thing
in which all material things are located” or as “something subjective with
which the mind categorizes things”.'®?

The city is a constantly changing field of dynamic forces. It is a cultural,
socioeconomic organism that is constantly changing. In order to
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understand the complexity of urban reality, it is necessary to relate
the body of the city to these dynamic forces and at the same time
observe parameters of time and space in equal measure. The space
is spontaneously created everyday by the passer-bys, the people who
spend time in the city. Places are products of densification, sometimes
there are boundaries and sometimes not, and the teritories are
negotiated.

The city space is elastic; it is shaped by the interventions of the users.
1.7 interventions in a city means establishing a direct, participating
relationship with urban space, it means becoming an urban practitioner.
Such interventions are quite direct and therefore they vary from
conventional architectural and ethnological approaches to urbanity
as far as the means used and their consequences are concerned.
Every city has its own specific characteristics. Often, these cannot be
guantified. These characteristics can be apprehended on the basis of
the qualitative and emotional intensity of the inhabitants’ activities; they
draw on cultural imprints and those elements of the city that shape its
identity. The point is to comprehend the city beyond technocratic data
transfer.

We aim to reveal information on the atmosphere specific to the city and
also its potential, through paving the way for new paradigms for urban
planning. Interventions make new tools and tactics available, which in
turn encourage thought on alternative practices and question existing
modes of operation. Such interventions on the city contribute to a new
type of urbanism, which interferes directly in its mechanisms. It is part of
city reality; it derives meaning from it and adds strength to it.

In this sense, our way of intervening consorts with the definition of Pietro
Belluschi regarding the communal architecture “a communal art, not
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produced by a few intellectuals or specialists, but by the spontaneous
and continuing activity of a whole people with common heritage, acting
under a community of experience”.'®® It may be argued that this art has
no place in a raw civilization, bur even so, the lesson to be derived
from this architecture need not be completely lost to us. In this book,
Bernard Rudofsky steps outside the narrowly defined discipline that
has governed our sense of architectural history and discusses the art
of building as a universal phenomenon. He introduces the reader to
the architecture produced not by specialists but by the spontaneous
and continuing activity of a whole people with a common heritage,
acting within a community experience. Rudofsky peels the pretense of
architecture from the creative and utilitarian acts of building to reveal
a kind of vernacular, communal architecture embodying a timeless art
form that springs from the intersection of human intelligence, necessity,
and collective creativity.

Reiner Zettl characterizes Rudofsky's book Architecture without Architect
‘a manifesto for anonymous construction that regulates itself like a
pseudo-natural process and whose limited means mean that is never
forsakes — can never forsake — nature”.

In this thesis, we focused on ways of extracting social information, to
transform it into useful tools to understand new needs and to open new
ways of seeing architecture. We concluded that participation is one of
the key elements in the process of transforming architectural planning,
where people are invited to take part in shaping their environment,
Beyond interaction, participation acknowledges the freewill of people
and how unpredictable they can be. Our intention in this conclusion is
to demonstrate this could be a beneficial paradigm shift in the practice
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of architecture.

is a three-steps procedure: speculation — provocation —
participation. Architecture has speculation in its nature, since
in order to create something new, we always speculate. Since

I We suggestthatthe approach of the unforeseeable information

we want to encourage participation, the sensible intermediate
step is to try to provoke the desirable participation.

In order to achieve this goal, we have 1o create events. In this framework,
we share B. Tschumi's point of view, that “the very heterogeneity of the
definition of architecture — space, action, and movement — makes it
into that event, that place of shock, or that place of the invention of
ourselves”.'® The notion of invention in this case shapes the definition
that Jacques Derrida elaborated when he suggested that the word
‘event” shared roots with the word “invention”. The sequence of this
thinking is that the event is an action in a space and conseguently the
turning point, the abovementioned invention.

In order to be able to create these conditions of invention, and accordingly
new relationships between spaces and events, it is necessary to define
the “audience”, the participants and addressees of this procedure.

Questions about the term community in socio-politics overlap with

those surrounding the motion of “public” in art and architecture. Like

community, public is a generic notion, most often understood as what 19 Tochumi, B, “Six Concepts.

is common: of shared or of common interest, or as what is accessible Excerpt  from  Architecture

to everyone. Public has a cognitive dimension, but also a political and &9 Dislncton” in tip/
famusoa.net/achin/courses/

a poetic one. It may also have a double meaning, of social totality and tschumi/6concepts. paf
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specific audiences. The notion of public has been variously articulated,
for example: public realm, public sphere or public space, each time
conveying an ambiguity and multiplicity of meanings.

Doreen Massey in her book For Space notes that “from the greatest
public square to the smallest public park, these places are a product of,
and internally dislocated by, heterogeneous and sometimes conflicting
social identities / relations”.™® This is what gives real public dimension.
Public space should be described in terms of its evolving relations, as
a space in permanent mobility, not only physical but also social and
political. The understanding of Lefebvre of the production of space
being social and political is now widely accepted as a base for any
sustainable approach in urban development.

3

The aim is to produce social, architectural and discursive spaces.
Through the prototypes we incarnate what Pallasmaa claims that
architecture does: “Architecture reflects, materialises and eternalises
ideas and images of ideal life. Building and towns enable us to structure,
understand and remember the shapeless flow of reality and, ultimately,
to recognise and remember who we are”.’®” Pallasmaa outlines the
possibilities of architecture in strengthening our sense of self, he argues
that this source of meaning for our existential lives goes beyond any
meaning of architecture.'®® Therefore, instead of producing objects
of visual seduction, architecture should relate, mediate and project
meanings.'*

The prototypes address the guestion how the public realm is
shaped by its various users and how existing dynamics can
inform further proposals.

271



272

The prototypes condense the idea of a way of acting and organizing
actions. Their aim is to provoke a more constructive and propositional
acting, embedded in everyday life. They address the creativity and
criticality of a new approach to the city; this approach is differentiated
and reflects a multiplicity of viewpoints and ways of doing. Their users
have the quality of reinventing uses and practices in ways that traditional
professional structures cannot afford, due to their generic functioning.
Their ways of being local are complex and multilayered, involving
participation and “local expertise” as well as extra-local collaborations.
They reinvent contemporary urban practice as tactical, situational and
active, based of professional and artistic skills and civic structures,
which can adapt themselves to changing urban situations that are
critical, reactive and creative enough to produce real space.

The idea of the prototypes, and especially of ICH is to be able
+ to reveal and cultivate a more self conscious and meaningful
understanding of our being through architecture.
Thisis achieved through revealing our nature inbelonging and connecting
to the world. Through the prototypes, we aim at conducting explorations,
actions and research conceming urban mutations and cultural, social
and political emerging practice in the contemporary city. The prototypes
encourage the participation of inhabitants at the self-management of the
urban space, overpassing contradictions and stereotypes by proposing
nomad and reversible concepts, initiating interstitial practices, which
explore the potential of contemporary city.

This new architecture we are aspiring to, does not try to restore contact
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with the user and spectator by means of passive experience, but by
means of active participation. It is a combination of dealings, experience
and doing.

The spectator, instead of being positioned in front of the object, is now
within the object. The spectator will find it necessary to explore the
space and the objects that surround him, and in a way as well take
authorship for the first time outside his private sphere.

As we have already argued, architecture is as much about the event
that takes place in a space as about the space itself. The event
proposed in this framework is seen as a turning point, Not as an origin
or an end. What we aim at through this dissertation is the construction
of such events.

Like Tschumi argues: “Philosophers can write, mathematicians can
develop virtual spaces, but architects are the only ones who are the
prisoners of that hybrid art, where the image hardly ever exists without
a combined activity”.?® And — as continuously argued throughout this
dissertation —information is the par excellence material that provides to
architecture its programs and functions.

The examples set through this dissertation in the form of the
experimental urban prototypes are only a minor contribution to the
process of the drawing of information. This dissertation contributes in
the sense that through the prototypes we register the alterations of the
reality. This work doesn't try to formulate recipes; it actually represents
just an impulsion to alteration.
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