THE PUBLIC INTERIOR

AND ITS POTENTIAL

During a personal approach of these spaces, with the body being the
most intimate mean of understanding the space, I tried to recreate the
heterogeneity inside a building testing the social thresholds, the etiquette, how one should act in these spaces. Where Intimacy is considered an
essential, secret and even occult quality of the mapped space.
How can these introverted architectural elements being a language of
the public realm regain value of the society in this place? This street
needs a new identity within the perverted language of the postmodern
public private domain. How can these be changed, and how does the occupation of the space change the value given to these elements, without
reprogramming everything?
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While Mapping these public spaces inheriting architectural language of the public realm, but privately owned, I discovered that the thresholds, being the only or
multiple gateway was a form of expression onto the street, and paradigm of publicness.
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George Baker An Interview with Pierre Huyghe
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An Interview with Pierre
Huyghe, George Baker
George Baker: I would like to start by asking you why you are now living in New
York, and invite you to introduce the project of your recent Dia installation,
on view
hereVol.
in 110,
New
York
before
from
October,
New
York
City: the Dia Center closed last January.
Pierre
I came
York for that project.
TheHuyghe:
MIT Press,
2004, to
pp.New
80-106.
GB: But are you living in New York now?
PH: Yes, I have been here for more than a year. I originally came to New York to
begin work on my Dia project, some nine months or so before the date of
the exhibition. The exhibition is now closed, but the project still continues.
GB: Already in the summer of 2003, I saw–or rather listened to, since it was
a recorded lecture–a piece of yours in Nicolas Bourriaud’s Mapping show
at the Palais de Tokyo. This lecture seemed to consist in part of thoughts
leading to the Dia work Streamside Day Follies. There was also a whole series
of documentary images of the area in the Hudson Valley with which the
work is concerned.
PH: That lecture was a sort of thinking out loud about the intentions and
parameters of the project, from the theories of Fourier to early American
proto-communist communities to the town of Celebration, Florida. It was
also an attempt to understand how the artists originally involved with the
Dia, like Robert Smithson and others, had played with the protocols of
exhibition, and how they shifted the notion of representation.
GB: What do you mean by protocols of exhibition?
PH: There is one word which I can never translate into English and that word
is instance. Lyotard used it in the sense that interests me in L’instruction
Paienne, where he speaks about les instances du récit. It refers to the
momentum of a narrative. But you don’t understand what the protocol of
an exhibition is? Broodthaers played with the protocol of exhibitions, the
rules.
GB: The conventions? The display?
PH: Yes. Land art, Minimal art, Conceptual art–these artists were all involved
in the reformulation of protocols of exhibition and representation.
GB: But the Dia has a very specific history of engaging with this generation of
artists and allowing for new types of projects and exhibitions to emerge.
PH: Absolutely. So being aware of this, I wanted to try to incorporate the history
of this practice and in a certain way to register the manner in which there
had been a shift in terms of these issues between the “Dia generation” and
my own generation of artists. The earlier artists were mostly concerned
with space and sculptural resolution, whereas temporal issues seem to be
more important today.
GB: So you wanted to stress a shift from strategies that reformulated exhibition
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Pierre Huyghe. Streamside Day Follies. Dia Art Foundation, New York, 2003.
Photo: Pierre Huyghe. All images courtesy Marian Goodman Gallery, Paris and
New York, unless otherwise indicated.
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protocols in terms of space to one that would open up these protocols in
terms of time?
Perhaps. Think of Smithson’s Spiral jetty (1970). My interest was not in
creating an object that escapes the exhibition frame only to merge with
the landscape in its scale, but to do this more in a temporal sense. It would
no longer be something in the middle of nowhere, no longer subject to this
fascination of the Earth artists with the empty desert. My work would be
precisely in-between the city and nature, in-between this place of meetings,
signs, and corporations, which is the city, and nature.
Your terms here though are spatial. You are saying that you wanted to
locate your work between the city and nature, and in fact in Streamside
Day follies you locate the work in suburbia. Temporally, I guess the parallel
would be a desire to locate your work between history and nature, history
and myth.
You can call it suburbia, and this in-between often collapses into what
we call suburbia, but the work was not about suburbia. I simply wanted
the work to be neither in nature nor in the city, and ultimately to base
my action not on the production of a physical form but on an event. And
yet, at the same time, this event would have a kind of permanence not
unlike Smithson’s production of a material object like the Spiral Jetty. The
event would not be a performance exactly, because a performance arrives
and it dies. Although, as in the theater, it can sometimes be replayed. The
replay really is the most important thing. It is not the event anymore that
is important, it is the replay. If artists in the 1960s and the ‘70s used to deal
with this idea of event, performance, action–Kaprow, for instance–the
representation of the event was not incorporated into the conception of
the project. But now things have changed, and ultimately representation
or images became more important than real events. We can see this with
the current war, we can witness the way the media twists an event, the way
representation is dictating the event. Today, an event, its image, and its
commentary have become one object. There is an interchangeability in
their occurrence and an anthropophagy.
Okay, that is very complicated, although you wrote about it a little in the
short piece that I translated for October 100. We need to unpack what you
have just said. Your focus here on a replay, on repetition, on the use of
representation–it would allow us to link Streamside Day Follies to your
earlier projects, to the repetition embodied in a work like Remake (199495), for example, where you remade Hitchcock’s Rear Window scene by
scene with amateur actors, or the ambiguities occasioned by your various
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Streamside Day, 2003. (Production shots.)
Photo: Pierre Huyghe, Aaron S. Davidson, and Guilherme Young.
Streamside Day. 2003. (Video still.)

79

PH:

GB:
PH:

GB:

PH:

GB:

Thematic Texts George Baker An Interview with Pierre Huyghe

billboard projects, insertions of fictional representations into the spaces
of everyday life. First, however, can you comment on the Dia work’s title?
Streamside Knolls is a new village in upstate New York on the Hudson
River. Streamside Day is the celebration of a custom invented for this new
place, and it took place a month before the opening of the exhibition at the
Dia called Streamside Day Follies.
It is the “follies” that I want to hear more about. Can you detail very quickly
the work’s various elements, as a viewer experienced them at the Dia?
The exhibition is a mise-en-scène for Streamside Day and presents a project
for a community center. The galleries are empty. Walls situated in different
rooms slowly begin to move toward the main space. The migration ends
when they form a new territory in the center of the space. A temporary
pavilion thus appears in the exhibition space. It remains in this form for
as long as it takes to project the film that I made about the celebration in
Streamside Knolls. When the film ends, the pavilion comes apart and the
walls go back to their original places. The pavilion prefigures what will be
the mechanics of the community center. As the white mobile walls move
away from their original position, they reveal a green iridescent verso,
evoking perhaps the Emerald City, but also revealing a series of green
drawings on the walls of the space. The one at the entrance announces the
construction of the community center.
Let’s return to your notions of an event and of representation, and how
they work in this project. Representation was the key critical term for
art practices in the 1980s. One often spoke then about the “critique of
representation.” Your understanding of representation, however, is quite
different from the artists of that moment. As is your desire to double events
with new representations, to submit historical representations to further
repetitions, to disseminate in a certain way an event, a representation, an
image.
What interested me was to investigate how a fiction, how a story, could in
fact produce a certain kind of reality. An additif of reality. I’m not speaking
about change here. In Streamside Day Follies, I wanted to create a fiction
that would lead to a fête, a celebration, an event that could be repeated. If
we take up a musical metaphor, we can call this fiction a “score,” and its
enactment a “concert.” If we take up the metaphor of cinema, we could call
it a screenplay. And if we take up the metaphor of theater, we can call my
intervention the creation of a script, after which comes the play–and even,
a few years later, the possibility for the reinterpretation of this same play.
So how precisely “scored” was the event in Streamside Day Follies?
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PH: The “score” was before the event; the event in that work-the celebration-is
the “play.”
GB: Well, did you write a scenario?
PH: I didn’t write anything. It was not about planning. It involved the provision
of a kind of structure, within which things could happen.
GB: You were involved in the creation of a situation, almost in the Situationist
sense of the term.
PH: It is the production of a situation: that was the project of Streamside Day
Follies. Inventing the rules of a game, the scenario for a situation that can
locally affect a reality. It is a ritournelle, a time-score.
GB: Are you interested in the Situationist precedents here? Some relation
to détournement or dérive runs through so much of your work (like Trajet
[1992], or Extended Holidays [1996], or Les Passagers [1996]). But for this
project, were you specifically interested in the Situationist negotiation of
what Bataille called la fête?
PH: Yes, I’m interested in the idea of a celebration, in festivals and rituals.
I wouldn’t say, though, that the Situationist ideas constitute the main
horizon of the work. And yet what is important to me in this regard is
the idea of play, and of the game, le jeu. The purpose of art is to involve
both; the game is the quintessence of art. The situation I created was about
setting up a platform, creating some characters–or elements, if one doesn’t
want to use the theatrical metaphor–for others to use.
GB: So what were these elements in Streamside Day Follies?
PH: My score involved the idea that I would set up a time-based event, and
it would be a celebration. Hopefully, if the event is successful, this
celebration will be repeated, on the same day every year. It will be like
Halloween, or like Christmas. What is Halloween, at its source? There is a
scenario for this event too. What are we celebrating? We are repeating the
fact that children in Ireland, at the moment of the famine, had to go from
house to house to beg for food. It is now more complicated than that; there
have been many added layers. But Halloween is a commercial fiction.
GB: It is interesting that you pick Halloween. It has been celebrated for a long
time in the United States. But I remember when I was living in France
in the late 1990s, it seemed a new import at that time, with a marketing
campaign to match. Halloween is a relatively new celebration in France,
right?
PH: It is like four years old there. We used to import products, and now we
import traditions, invented traditions. I wrote a small piece on this,
published in the Munich catalog on my work.1 What is a celebration? A
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celebration is supposed to be something that we have in common, that
we share, and that we celebrate because of this common basis. It is like
a monument. But unlike a monument, an event can be renegotiated each
time it is repeated, although this is rarely the case. Mainly, planting a
custom is about setting up a stable repetition. It is a marketing strategy,
and all you need is to fill the year with traditions, to create a permanent
celebration.
For Streamside Day, I was searching for something that the community
shared–what was the minimum common denominator between all these
people? The answer I came to was that everyone came from a completely
different place, and so the idea of migration would have to be important.
Of that, at least, I was sure. And I was sure about another thing: with this
community, they were coming to this specific place because of nature, an
attraction to something like that old, old American idea of the wilderness.
Streamside Day Follies wasn’t really about new home developments; it wasn’t
Dan Graham’s Homes for America (1966-67). The community here was
attracted to ideas of ecology, ecotourism, environmental issues. They were
interested in going backward–it was, in a sense, postmodern. The homes
in Streamside Day Follies were being advertised, literally, as “postmodern
housing.” It was about going back to the past, tradition, nature, animals–
ways of life from the past.
Now, I was not interested in critiquing any of this. I happened upon this
real-estate development by chance. In my language, we would call this a
“village,” something like a small town that had just been born, like in the
gold rush. It had just been created. Given that newness, I would create a
past for this place, or I would link this place to a past, something like the
idea of a Founding Day for the community. The score as I envisioned it
would concern itself with the two elements of migration and environmental
issues, and then it would take the form of a celebration day, like Halloween,
or Christmas.
Exactly what elements constituted your score? What was planned out?
How did you work with the community?
You are assuming a lot about what I did. I just came to the community
and proposed that there should be a celebration. They were in agreement,
and wanted such a celebration. I wound up being a kind of celebration
designer.
But what did you design?
An event that would focus on the shared ideas of migration and the
celebration of nature. The village was decorated with white and green and
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Huyghe. La Toison d’or. I993. (J,’vent in thefardin de l’Arquebuse, Dijon.)
Photo: Pierre Huyghe.
Huyghe. Chantier Barbes-Rochechouart. I997. (Billboard, Paris.)
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silver balloons and banners. My first idea was to start with a long parade,
beginning with all of the city service vehicles parading into the town–a
police car, fire truck, school bus, Mr. Softee. The parade reenacts the idea
of migration. This is exactly what happens in New York City, with all the
different immigrant parades. The fact that they walk here, it signifies the
fact that they have arrived. I wanted there to be some floats, very simple
floats. It should all have this very polystyrene smell, very artificial, the
smell of Dunkin’ Donuts. I was looking at images of many American
celebrations. Also, I was thinking back to pagan rituals, and so decided
that this parade should then progress to what you always have since man
lived in the caves: music and food. I was interested in finding out what was
pagan in this neoliberal community.
I had the Mr. Softee music slightly altered by a musician. We set up a
stage. On the stage, ultimately the mayor of the town gave a speech, a
lecture of welcome. Then the developers spoke. After this there was time
for the people to eat, there was a small concert, and the children of the
community played games.
You contributed these ideas for the event? Or was the community involved
in planning the day?
I drew up all the aspects of the day, but then I let it go.
And you filmed it.
From the moment of my early work, I never script something in a totalizing
way. I provide a framework, and then I let the framework go and things
happen within the framework that are subject to chance, to interaction.
These things are beyond my control.
How would you say Streamside Day Follies connects to your earlier work?
There is the obvious connection to your early event La Toison d’or (1993)–
the costumes, the mythic elements, the children. Literally, your “score”
seemed to borrow various elements from cinema, from representations, to
be inserted into the space of a new community–I think of the references
that your film of the event makes to Walt Disney’s Bambi (1942), but also
to the Halloween scene in Steven Spielberg’s E.T. the Extraterrestrial
(1982). There are surely mythic references as well–with the parade and
the children one thinks inevitably of the Pied Piper. Some of your earliest
works were billboard projects, where you would hire actors to pose at a
construction site, or at a supermarket, performing the actions of labor or
of consumption that take place in reality at those sites. You doubled the real
here with a fictional documentary image, as if one were to take something
like the staged documentary of a Jeff Wall photograph and assert that the
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truly disruptive place for such a construction is not the gallery wall but
the space of the street. Streamside Day Follies seems a logical outgrowth,
however more complex, of those early works.
It is absolutely linked to the Association of Freed Time – L’Association des temps
libérés – which is otherwise one of the bases of all my work.
Can you describe this project? I think we might call the piece in English
the “Society of Freed Time.”
The Association of Freed Time was my contribution to a group exhibition,
Moral Maze, organized by Philippe Parreno and Liam Gillick at the
Consortium in Dijon in 1995. I associated all of the artists in this
exhibition, giving a social reality to the time of a collective show. The
result was to turn the exhibition not into the end goal for various artists’
works, a simple place for the exhibition of products, but to turn the
time of the exhibition into a departure point for other projects, other
scenarios. It was a way to extend the time of the exhibition to other
projects of indeterminate length– The House or Home? (1995), Mobil TV
(1995/1998), or Temporary School (1996), and even later on the project
No Ghost just a Shell (1999-2002).
This seems a key idea for you for a long time. To open the space of
exhibition, to make of its time a time of process.
It is less a question of “process,” which is too linear, but of a vibrating
temporality. I was thinking of the exhibition as a departure point, not a
place of resolution or conclusion–I was interested in how one can free an
exhibition from this temporal format. I mean, why should an exhibition
last five weeks? Why not six months, why not a year, why not a lifetime?
Why not one day? Why not an hour? The time of visibility should be set in
accordance with the project and it should be open to discussion. I am always
concerned with the notion of a format, and with reformulating whatever
the given conventions might be–whether I’m considering a magazine, a
film, a television program, a celebration, an exhibition. Daniel Buren in
a sense “freed” space from its given scenario, and from its conventional
uses. I associate myself with a linked impulse. It is a re-negotiation.
Two things come together in the Association of Freed Time that seem to run
through all of your work. On the one hand, you react to the conventions
of an art exhibition by collectivizing the work of exhibition itself. You
form groups, you collaborate with other artists. This is an old avant-garde
ideal. On the other hand, this collectivity and this collaboration work to
frustrate the notion of any sense of the completion of an exhibition or the
production of a stable art object. You often refuse to produce an object for
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a specific exhibition space, but you instead use the time of the exhibition
to do other things. The idea seems to be to open the exhibition to further
projects, to a set of proliferating events. I think especially of your work
with and collaboration with Philippe Parreno. You de-emphasize the
idea of a singular artist producing work for an exhibition space, and you
de-emphasize the production as well of an object for that space. It is
extremely difficult as an art critic to even react to such a practice. We have
neither a singular author nor a complete object in any one given scenario
or situation or exhibition.
That is an accurate description of some of my work, but it is not a rule. It
is not the only way I work.
You are fearful of this working mode becoming its own convention then?
In a certain way.
But unfortunately, despite your efforts, that conventionalization seems
to have happened. Maybe this is part of the reaction of other artists
and curators to your work, as well as a more general reaction to Nicolas
Bourriaud’s arguments in the book Relational Aesthetics. Collaboration
and the open work have been taken as an increasingly dominant recipe
for exhibitions and for art practice today. However problematically,
collectivity is asserted and the art object disappears.
We are not interested in this vaunted “disappearance” of the art object. We
are not returning to that old trap.
In fact, Streamside Day Follies, while it involved a temporal event and a
community, resulted in a rather well-defined set of objects in the space of
the Dia.
Actually there were no objects in the exhibition. I do believe, however, that
art objects should be seen as transitory, they are in-between, they are not
ends in themselves. They have an outside. I shouldn’t keep returning to
him, but this is exactly what Buren showed us. Buren revealed the outside
of painting.
The outside: I associate this term with the thinking of Maurice Blanchot
or Gilles Deleuze, especially his books on cinema. What are the important
“outsides” to your practice? I should clarify what I mean: we could have a
discussion of the importance of certain artistic histories for your current
ideas and strategies. We could talk about Buren, but we could talk too
about John Cage, it seems to me ... both you and Parreno have made works
referencing Cage, like your Silence Score (1997), or Le carillon (1997) ...
Rirkrit Tiravanija has too.
... we could talk about Situationism, or the décollagistes, or Nouveau Réalisme
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more generally. That discussion of artistic precedents is one thing, and
it is a discussion we should have. But the “outside” of your practice
often seems to be related to fields that touch upon the visual arts but are
not proper to them. I am thinking of the following fields: architecture,
design, cinema, and music. These four seem especially symptomatic and
important to your specific practice as a visual artist.
PH: There are others.
GB: I ask this question because one of the reasons I am interested in your work
is precisely the difficulty I feel in attempting to “place” it–within avantgarde traditions, within a history specific to visual art. Your questioning of
what you have called “formats,” your opening up of exhibition conventions,
has led to the production of new forms and alternative formats that are
extremely puzzling at times and difficult to place. This, it seems to me, is
of course a good thing. We are not reassured by any stable reference to the
past in your work, at least not all too often.
PH: I am interested in an object that is in fact a dynamic chain that passes
through different formats. I am interested in a movement that goes through
and between some of the fields that you mentioned.
GB: You mean that you are trying to create a chain of connections between
these fields? Between art and architecture and cinema ...?
PH: No, I don’t care about that at all. I am not saying that everything is equal.
I am not echoing that sentiment from the early 1990s that you can just
abandon specificity and say, okay, now I am acting as an architect, now I
am a designer, and so on. I believe each field is absolutely different and
singular, and what in fact is interesting about each is its difference. I am
more interested in what we can call topological systems.
GB: This term “topology” comes up a lot in discussions of your work, or that
of Parreno. It is a term Parreno uses, for example, when he writes about
your work. I know artists here in New York, like Gareth James, who are
completely devoted in their practice to an idea of topology, but perhaps it
is understood differently. What do you mean by it?
PH: It is about how you use something. It refers to a process of translation.
However, when you translate something, you always lose something that
was in the original. In a topological situation, by contrast, you lose nothing;
it is a deformation of the same.
GB: It sounds like you are referring to a process of exchange, as in capitalist
exchange.
PH: It refers to an equivalence.
GB: Why are you interested in this idea, in this activity? It has become a
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Huyghe. Remake. (1994-95)
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working method–for you, for Parreno, for others too.
In a way, it is rather structuralist.
Okay, but I’m not understanding why there is this attraction to topology,
to choosing a model of practice that has to do with translating one object
into another type of object, one practice into another field of practice.
Let me cite Parreno on topology and your work. He seems to connect the
topological to specific works by you such as the billboard images, Trajet,
the movie Remake, the film Les incivils (1995), your works dealing with
pieces by Cage. Parreno writes:
Topology is concerned with the relative positions of figures, a question of
points, the set of which defines spaces .... A donut and a cup of coffee are
topologically equivalent because they describe the same space. An object
is a more or less complex situation which can be transformed into another.
By deforming it, by pushing it to its limits, we discover its affinities with
what exists outside of it. ... To blow up an inner tube is to transform it
topologically.2
Can you describe how topology might be said to work in some specific
works that you have completed?
It is the fold of a situation. It’s a way to translate an experience without
representing it. The experience will be equivalent and still it will be
different.
I am wondering why the fields into which you shift your own practice seem
so consistent–architecture, design, cinema, music. All four fields were
present in your 2001 Venice Biennale installation, Le Château de Turing.
You mean, why am I not interested in anthropology, medicine, sociology?
Why these fields?
Yes.
I am interested in fields which at the given point of my own practice are
actively shaping behaviors. And I am also interested in those fields that are
part of what we call “entertainment,” basically. So I would add television
to your list of course too. I mean, think of a Frank Gehry building. I don’t
know what you call such a practice. Sure, it’s architecture, but. ... It is also
entertainment. There is a friction and a transformation now in these fields.
So when I work with an architect, like François Roche, he is aware of this
transformation, and the work is very different. We exchange ideas that are
not primarily specific to our own practice.
What have you done with Roche?
What have we actually built? Nothing. But as happens in architecture, we
have completed two proposals for architectural competitions, and we are
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Huyghe. Les Incivils. 1995.
Huyghe. Le Château de Turing installation. Venice Biennale, 2001.
(Les Grands ensembles, 2001.)
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Huyghe with Francois Roche. Chantier permanent. 1993.
Photo: Pierre Huyghe.
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thinking about a project for a community center for Streamside Knolls. My
first encounters with Roche centered on an investigation of the practice
of building housing developments in Italy, which led to the work Chantier
permanent (1993).
When I think about your projects as a whole, it seems to me that this early
work–it was one of your first–can be seen as an allegory for your own
practice, for all of your work.
Perhaps.
How would you translate “chantier”? Shanty?
Construction site.
Permanent construction site.
Exactly. It does have the smell of Cage about it, doesn’t it? But I didn’t set
out to make a work about my own working procedures.
In retrospect, however, Chantier permanent seems to be a model for
a practice. The project deals with homes that are built in Italy and the
Mediterranean that are left unfinished even after they are purchased, in
some cases with the intention that they should be perpetually unfinished.
The project revolves around the ideas of planning and scenario, ideas that
were becoming important to artists with whom I have been associated.
Planning, for example, has been taken up as a model by Liam Gillick and
developed in a much more theoretical way.
It occurs to me: if Chantier permanent can be seen as a model for your
practice, at the same time you can’t get any further from the ideas embodied
by the content of that early piece as you do in Streamside Day Follies. What
I mean is that they are completely opposed types of housing projects. But
perhaps they are also bookends within your own practice, and its internal
transformations from the early 1990s to today.
I don’t know if I can respond to that.
Then let’s discuss in more detail the earlier work.
Chantier permanent focuses upon the negotiation between the necessary
and the contingent in architecture. It looked closely at a type of vernacular
architecture that was left purposefully open to a future potential. Actually,
it is about the present. It concerns the establishment of what we can call
an “open present.” One responsive to any and all incidents that may occur.
These houses were forms that were created as platforms, ready to be
activated. It was in fact less about planning, less about what Gillick has been
interested in, than about scenario. The instability of the situation creates
a permanent transitory state. The houses are a form of construction done
without an architect, but more than that, they represent an open scenario,
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a form of potentiality, of possibility.
And your work with this housing type consisted simply in documenting it
photographically? Writing about it with Roche? These houses reappear in
one of your earliest and most important films, Les incivils.
It was an imperfect piece. The first idea was indeed to document and
record this type of architecture. I traveled to the Mediterranean with a
professional architectural photographer from Domus magazine. I originally
hoped to give these documents to an architecture critic in order that this
person might write about these buildings.
And ultimately you gave them to Roche?
Yes, in the end, it was Roche.3 The change being that he is not a critic
but a practicing architect himself. No matter. In fact, the interest at the
beginning was to have a whole series of interpretations of one thing.
So, just as the homes are available to infinite adjustment and future
additions ...
… I would invite a group of people to interpret and read these buildings,
this phenomenon. The project was to produce a document, and then
distribute it to a series of commentators, in effect. Later, in my work, I
would do much the same thing in Mobil TV or in the No Ghost Just a Shell
project. And I have also done the same thing with Streamside Day Follies.
There, I have made a film, documenting the event. I have given it, again,
to Roche for commentary; he will build a community center. I will give it
to Dave Eggers, the novelist, and to other writers to write about it. Some
people made drawings and photographs, and a singer came to produce a
song.
Interesting. But what I find compelling about Chantier permanent is that
the “open houses” that you were documenting are left open as a form of
fraud. Leaving the building unfinished is a way that property owners can
escape paying taxes.
Precisely.
Well, then that becomes more interesting if we can accept that this
piece is a model for your own practice, for this focus on the open work.
Chantier permanent is a deeply fraught type of open work. It is born from
fraudulence. It’s a tax shelter.
It is about “making do,” as Michel de Certeau put it. Yes, it is a tax issue,
and this occurs all across the Mediterranean. If you don’t finish the house,
you don’t pay taxes on it.
In your early work, you seemed attracted to working in Italy. After Chantier
permanent would come the film Les incivils, which returned to the same
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On the table lies an areal picture of the Thurgauerstrasse quartier.
what I am interest in is the bigger scale, the kind of masterplan for the future of Thurgauerstrasse - both
sides of it. I do believe that what you did with your office (Testplanung Thurgauerstrasse west 2014 by
51n4e) could have something to do with the empty surfaces of the other side of the street. So the first
question would be: what would have been your attitude when you would have known that one could use
the other side of the street as well (in the planning of the bigger district).
I think that one thing that got lost in translation with the project that we did is that we had to do
a model that was very much at the centre of the discussion and this was showing a kind of volume. The
idea behind it (the 8 floor long slab, n.d.r.) was to create a kind of envelope but it was not thought to be
the footprint of the actual building. So if you imagine that there would have been cuts in that envelope you
could somehow… that the actual shape of the building would develop over time, it was not pre-defined.
And I think that’s what caused confusion, because people took it as a kind of continuous form. So that’s
a mistake that we made. we should have maybe shown better that it could be interpreted differently. So
we never wanted to create this kind of wall of buildings. And the reason why we didn’t pre-define the
cuts was the fact that it was interesting that you could also have a very small building. So that you could
have a Genossenschaft that builds a building that is just 15 m wide. Because if you predefine the shape of
the building too much, in a way you only enable one type of operation. And the plan that they chose has,
I think, a bit of that problem. It’s all similar operations which is empowering a certain kind of business,
a certain type of real estate. So to come back, if this (Thurgauerstrasse east) becomes empty, what I
would have taken from this and brought to that, is maybe this idea, of how you could have different sizes
of operations. Different ownerships, maybe. This is also what we tried with the project North and demonstrated in a way: it was a building imagined for certain type of use, and we tested very different types
of uses. It was something that we proved, in a way, that those buildings could become something else.
Do you think that you could do that because you were on site
be.

Of course. Because you start to reason with what you have rather than what you think it should
Another thing that we tried to do with a project (with typologies) is to look at how to minimize the circulations, because that’s what makes the building expensive, is this typology (T-form) is very interesting
because you can activate a lot of the floor with only one or two cores. So one way to read this (Thurgauerstrasse East, n.d.r.), is to read the amount of vertical shafts that you have and maybe to activate them
differently.
what potential do you see in the moments where programs come together?
If you design what is common, which is maybe the ground floor or the staircase, you could change
the building without completely defining what the actual use would be. we have made in Albania a building which we started to call “program neutral building”(TID tower, n.d.r.). It’s a tower, and the tower
stands on a base, and if you look back at the design we have made three things very specific: one was to
make the envelop specific, and this has to do with the fact that you can see the building from everywhere in the city, we have made this space that is part of the base, and that frames a specific monument, so
suddenly you have a golden cupola.
Now if I look at this plan, I could imagine investigating this in-between spaces, spaces that are shared
between buildings - but one should see how the plots exactly are. One exercise one could do would be,
look at this buildings, imagine that this is something, and this is something else (two sides of one building,
n.d.r.). And so once you start to design this as a common space, I think you change quite a lot the way
how this buildings perform. you might then enter the building from here, and the building is suddenly in
between a garden and a truck parking.
what we imagined when we were making these, that this would eventually, all of this (Einfamilienhäuser

in Grubenacker), would become like, maybe restaurant. But that’s maybe irrealistic fantasy. But the
idea was that this would become informal and more active. That it could start to respond to that.
But they don’t have to. But the idea of this informal backyard, I thought it could have been a nice
meeting space.
The fact that Grubenacker residents formed a Genossenschaft might also be a potential for the place. Their recourse against the masterplan shows that the Gestaltungsplan might not be the solution
for the plot.
They did? well, that’s great (laughs). But they’re a bit late, aren’t they?
well one provocation that you could make is, if all of this is empty (Thurgauerstrasse west), why
don’t we turn this into housing first, before you start building the other one?
would you see a potential in the horizontal connection (through cooperatives as actors)? Like building the main housing on the west side and the secondary rooms on the east side, such as guest
rooms or student rooms?
yes absolutely. I think this is something that, at first sight, this site suffers from. That everything on this side is treated longitudinally in the street direction; then the street is treated totally
differently and on the other side of the street there’s another thing, a sub-divided one. I think if you
would start changing the in-between, like creating relationships, I think then you start changing the
neighborhood. But anyway the advantage of the strategy that you propose, is that you can still leave
the ownerships of the plots - this makes it less complicate.
Anyway, if you start to think from what is common, you also produce a certain freedom in
the other things. So for example you design this galleria, and the rest around i quite a bricolage. But
bricolage is also, to certain extent, life.
So that’s also something that you can show. If you take one building and start defining all that is
common then maybe other things can become much more messy.
Do you see this in the planning of one building or also in the planning of the whole?
Of course you could see this within one building or in the planning of the whole.
we tried to do drawings like this, in an urban project, To represent what is there in a good way,
or in a specific way, is also a project, I think. Because often, the way how you draw something
prevents you also from seeing something. you could make a careful drawing of all the in between
spaces, and every fence and so on, and you could make very small interventions. And this would be
also very powerful.
Often when people have to go through something small, there you have the opportunity for something collective. I have the feeling that the space is now quite vast. I was here recently (Hagenholzstrasse 80-100) it’s huge, it’s really a vast space.
One could read that it was planned in a very big scale.
The type of drawings you make can also help to zoom in on very small things and make them meaningful. you might also not have any architectural design, but an architectural sensibility.

Bodily sensation and muscle movement are closely related to visual perception (photos by Eadweard Muybridge,
1887)

Psychogeographical Mapping hodological space
(drawing by Hans Dieter Schaal, 1978)

It was well into the detailed design of the project that, at an alcohol-inspired brain-storming
session off Times Square in 1962, we decided on the name Fun Palace for our short-life
conglomerate of disparate, free-choice, free-time, voluntary activities, planned as a public
launching-pad rather than a Mecca for East London.
CEDRIC PRICE

Cedric Price
Fun Palace for Joan Littlewood
Project, Stratford East, London,
England
1959–1961
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Cedric Price
Fun Palace for Joan Littlewood
Project, Stratford East, London,
England
1959–1961

During a drive up to Cambridge in October 1961, the internationally renowned British theatre director Joan Littlewood tells her
new friend Cedric Price about her life-long dream. She envisages
an alternative kind of social space, an experimental space where
the public can freely interact in new ways, endlessly stimulating
their creativity and broadening their knowledge. As if in passing,
she wonders whether architecture might play a role. Price, a 26
year old architect, doesn’t answer. But soon he quietly starts to
design a space that radically challenges most traditional assumptions about architecture. Lacking floors, walls, or a roof, this huge
“antibuilding” is a vast mechanism that allows arrays of different
kinds of space to be suspended in any position and continuously
adjusted, moved or removed according to the changing needs of
up to 55,000 simultaneous visitors. The only fixed element is a
grid of 75 steel towers that rises high up from a vast horizontal
plinth and is straddled by a giant gantry crane passing overhead.
After 10 years, even this framework will go. Fun Palace is to be
a celebration of the temporary, a huge machine dedicated to the
transformative power of the ephemeral and unpredictable flow
of creative forces. Price and Littlewood work on the project for
over 5 years in a relentless yet unsuccessful campaign to get it
built. The dream remains a dream, but so radical that
architecture has yet to recover.
Mark Wigley

Katalog der Schaltelemente eines
Schaltkreises

Schaltkreis

The German term «Schwelle» refers to the basic beam that carries the structure of a
wall. In the first instance, then, it is the place that fixes the boundary between inside and
outside, private and public, pure and impure, warm and cold, cosy and uncanny. In architecture, «Schwelle» also designates the strip of wood, stone or metal forming the bottom
of a doorway – the threshold where one crosses between realms, where the closure of
the four walls is dissolved. The threshold thus articulates the idea of the open house, of a
total connectivity between the space and the environment. At the same time, over the past
150 years, the threshold has been the locus of technological development, as people have
continually sought new ways to organise, demarcate and control this space that is open on
all sides. A reflection on these changes can be observed in the visual arts, in the destabilisation of the “aesthetic border” that mediates between pictorial space and reality.
The current Threshold Atlas is – in its contentual and ironic differentiation from the usual
genre of structural engineering compendia – at last a comprehensive manual for practical
but culturally and historically reflected design of entry-, passage- and throughways. In
design decisions has it ever been considered how an automatic door closer disciplines its
users, how biometric access control fragments the body or what mirror glass says about
late capitalism? An analysis of the background of concrete architectural elements and
technical objects says much about the conventions and conditions of present-day building.
Starting with specific elements and technical apparatus of the threshold, the authors take
a conceptual look at the diverse fields of discourse concerning thresholds and the relationship between the inside and outside, and which at the same time determine architectural
practice. what changes are the design and significance of physical thresholds undergoing
and how are they modifying conventional ideas of space?
Architecture, in a historical deterministic perspective, can be viewed as a technological
system that is expressed in ‘objective’ parameters such as construction, material or functional operations. Correspondingly, the history of architecture can be understood as a history of its technological development, which is focusing on innovations. yet, architecture is
not only technology but also belongs to the field of commodities. Accordingly, the technological developments not only lead to the change of the built environment but also to a change of their experience and their use. Biometric controls, motion detectors and different
media of telecommunication such as the Intercom lead to an extension and change of the
perception of the human environment. Nevertheless, the origin and the significance of these technological developments can only be understood within a wider cultural context, as
an expression of new, real or imagined needs, or as their representation. This article uses
the architecture of the threshold as an example to examine these questions. The threshold
separates the public and private sphere, private and common property and self-determined
and over-directed action. As an architectural element or spatial configuration, it highlights
historically specific, culturally determined zones of transition, in which certain gestures
and activities are performed.
LAURENT STALDER

Drehtür Permanente Umwälzungen
James Buzard
Die meisten Architekturhistoriker haben der Dreh- tür keine Beachtung geschenkt, ebenso wenig
die Philosophen der modernen Stadt und die Historiker des kaufhauses1. Nur wenige künstler,
Schriftsteller und filmemacher haben erkannt, welche symboli- sche kraft der Drehtür innewohnt
und welche kul- turelle Leistung sie darstellt. Dabei handelt sich es sich doch um eine allgegenwärtige – vielleicht darf man sagen: zentrale – Technologie des modernen Lebens. Die Drehtür,
die in der Regel aus drei oder vier Glasflügeln innerhalb eines kreisrunden wind- fanggehäuses
besteht, erweitert die wirkungs- möglichkeiten ihrer „inhärent vieldeutigen“ Glas- scheiben,
indem diese die Räumlichkeit und die Erfahrung der Schwelle neu konfigurieren. Material und Ort,
Glas und Schwelle – jedes für sich „ein Bereich, in dem ein Austausch zwischen Innen und Außen
stattfindet, ein Bereich, der die verletzung des Raums ebenso wie das Umschließende und Beschützende deutlich macht“ – gehen durch die spezifische Aufteilung von Raum und Bewegung in
diesem architektonischen wunder eine intensive Beziehung ein. Die Drehtür ist die einzige Art von
Tür, die zugleich ein Raum ist, sodass man sagen kann, man befinde sich „in der Tür“.

Charlie Chaplin, The Cure

„The flaneur ... actually discovers and invents passages even when he recognizes them as points
of rupture in the city’s fabric. The flaneur disturbs the continuum of habit as well as the fabricated
coherence of the urbanistic ratio. walking thus assumes the status of a paradigmatic act which reinvents discontinuity at the heart of uniformity, an act that therefore discovers otherness at the heart
of homogeneity.“
Stavros Starvides in Towards the City of Thresholds

fenster
Zwischen Intimität und Extimität Georges Teyssot
Es definiert viele gegensätzliche Räume: die Außenwelt und das Inte- rieur, was von Licht beleuchtet wird und was im Schatten bleibt, das Sichtbare und das Unsichtbare, das Öffentliche und das
Private.
Erkennt man den aktuellen verlust traditioneller öffentlicher Räume an, wird eine Neubestimmung
der Grenze zwischen öffentlicher und privater Sphäre unumgänglich. Daraus erwächst die frage,
ob wir uns einen öffentlichen Raum vorstellen können, der auf Pluralität basiert, der nicht in seiner
Einzigartigkeit und Besonderheit, sondern als Teil einer vielfalt von Orten wahrgenommen wird.
Durch die Neuen Medien haben sich die Grenzen zwischen Intimität und Öffentlichkeit verschoben
und so einen digitalen flâneur und ein weltweites Dérive (Umherschweifen) entstehen lassen. Diese
neuartigen Grenzziehungen lassen bislang unbekannte Lebensbereiche entstehen, die zwischen
Individua- lität und kollektivität changieren. Themen wie der Blick, Aufstieg und verfall der Privatheit und das konzept eines Zwischenzustands stehen dabei zur Diskussion. Zudem könnten die
veränderungen im verständnis der Elemente fenster, Tür, Rahmen und Bildschirm Aufschluss darüber geben, wie diese im neuen Gewand zur Entstehung eines virtuellen Terrains oder einer digitalen
Topographie beigetragen haben.
„Die eigenen vier wände“
Das viktorianische konzept von Privatheit und Öffentlichkeit gründet auf der räumlichen und juristischen konstellation der wohnung. In diesem Sinne wur- de in frankreich 1791 eine erste gesetzliche verfügung zur Unverletzlichkeit der wohnung verabschiedet. Türschwellen, von diversen wächtern und Haus- meistern gehütet Pförtnerloge, werden zu komplexen filtern zwischen Innen- und
Außenwelt. In der ersten Hälfte des 19. Jahrhunderts gewinnt der Ausdruck von den „eigenen vier
wänden“ als Schutzzone für das private Leben seine recht- liche und soziale Bedeutung. Der französische Begriff intérieur bezeichnet nun nicht mehr die Innerlichkeit des Herzens und der Seele,
sondern die räumlichen voraussetzungen für Glück und Behaglichkeit. von der Grenze zur Schnittstelle
Die Idee der Grenze an sich ist zu hinterfragen. Nach Paul virilio werden Grenzen heute durch
Schnittstellen von Mensch und Maschine markiert, nicht mehr durch Häuserfassaden oder Parzellen.22 An die Stelle der Unterscheidung zwischen privat und öffentlich, zwischen Haus und Straße
tritt für ihn eine neue „elektronische Topologie“, in der die scharfe Trennung zwischen Nähe und
Distanz aufgehoben ist. Die Erforschung der Schnittstelle von Mensch und Maschine hat die kybernetik als grundlegendes Prinzip der Entwicklung eta- bliert: von der Steuerung der Maschinen über
selbstregulierende Systeme bis hin zur vorstellung des körpers als einem Informationssystem sind
wir in- zwischen bei der Simulation von Sinnesreaktionen für virtuelle Umgebungen angelangt.

Unter dem Gesichtspunkt der Leistung als Paradigma der Architektur der Moderne kann die umfassende Transformation des verhältnisses zwischen innen und außen, privat und öffentlich, und körper
und Umwelt aufgezeigt werden.
Technische Objekte, reproduzierbare Mikroarchitekturen, fungieren dabei als Dispositive zur Optimierung der Leistung von Architektur, um gewünschte materielle und soziale Interaktionen hervorzubringen.
Die konkrete Rolle von Dingen in der Architektur der Moderne lässt auf die veränderung in der
Betrachtung und der damit einhergehenden Gestaltung der Umwelt schließen, die charakteristisch ist
für die Umwälzungen der Moderne. Anhand der Luft, des Teppichs, des Glases und der Leitung zeigt
sich wie die kontrolle von flüssen und Milieus aus Energie, Materie, Information und Menschen zum
definierenden Moment der Gestaltung sozialer Räume wurde.
Luft — Seit der Moderne kann Architektur erstmals als die gezielte konzeption von Umwelten durch
technische Hilfsmittel gesehen werden. Peter Sloterdijk sieht den Ursprung der Schaffung von
„Atmosphären“ für die konsumgesellschaft in den Innenräumen der glasüberdachten Passagen des
19. Jahrhunderts, in denen durch die kontrolle von Luft artifizielle Milieus geschaffen wurden, um
waren zu verkaufen. Die kontrolle von Luft, nicht mehr als reine Metapher oder gar nur als Material, sondern als Substanz und Ding, ermöglicht die Auflösung fester Grenzen zwischen innen außen
und zur Schaffung von angepassten Umwelten für den menschlichen körper. Dies geht einher mit der
verschiebung von einem mechanischen verständnis des körpers hin zu seiner Reduktion auf biologische funktionen, die im verlauf der Moderne zu einem dominierenden Parameter räumlicher Gestaltung werden.
Luftvorhang: Ein Dispositif, der eine immer geschlossene und immer offene Schwelle zwischen innen
und außen gewährleistet — Trennung zw. innen und außen wird minimiert — doppelte krafteinwirkung der Sogwirkung und windkraft — in den späten 50er Jahren Entwicklung eines einfach reproduzierbaren Moduls für Eingänge mit Luftvorhang in der Nachkriegszeit veränderung von mechanisch betriebenen Drehtüren zu energiebetriebenen Luftvorhängen — Luft wird immer mehr als
Material oder Ding in sich genutzt
walther Prokosch / Emanuel Turano, Pan AM Terminal, 1960: „Luft als wände“ — vollautomatisierte Maschinerie, die zum komfort der Gäste beiträgt — Gewährleistung eines klimas entsprechend
komfortvorstellungen wird zur Aufgabe von Architekten
Allison & Peter Smithson, House of the future, 1956: „vertical tube of unbreathed private air“, welches über jeder Einheit steht — Privatheit als Hoheit über saubere Luft
warren Chalk, Cushicle, 1965; Hans Hollein, Mobiles Büro, 1969: das auf der welt sein gründet sich
hier nicht mehr wie bei Heidegger auf der „Lichtung“, sondern allein auf das „in der Luft sein“ (ohne
Bauen als primäre kategorie der Existenz — vgl. Heidegger: buan (sein) — bauen)
Teppich — Der Teppich wird in der Gestaltung von Arbeitsräumen im 20. Jahrhundert als Garant
für komfort die Art, wie Menschen arbeiten, nachhaltig verändern. Am Beispiel der Bürolandschaft
zeigt sich eine direkte korrelation zwischen der Leistung des Teppichs für den komfort und der Optimierung der Arbeitsleistung von Büroangestellten.
akustische Qualität des Teppichs zur Schalldämpfung ist die Bedingung für die verbreitung der Bürolandschaft als Typologie
Entwicklung Perlon velour Teppich: artificial, flexible, strong, durable, resistant material and much
easier to clean than wool high sound absorption capacity and positive effect on noise
Norman foster, IBM Offices, Cosham, Portsmouth, 1971: carpet overcomes noise problems of the
open plan, integration of cable network for computer terminals into the floor
the carpet tile developed in the 1960s in order to synchronize carpet with overall organization of
buildings — improves maintenance — carpet tile used to cover technical installments and allows for
easy access for maintenance — flexibility in layout of workstations through rearrangement of carpet
tiles
So kann man nach der Mechanisierung der Büroarbeit am Anfang des 20. Jahrhunderts die Rückkehr
von Büroarbeit als kreative Tätigkeit nach Hannah Arendts vita Activa beobachten. Der Teppich als
Ding schafft durch seine akustische und taktile Leistung die Bedingung für diese Neuauslegung der

Arbeitswelt. Die förderung von Austausch und Informationsflüssen, zeugt vom organischen verständnis von Raum in der Idee der Bürolandschaft. Der große Raum definiert sich nurmehr durch die
sozialen konstellationen, die in ihm Platz finden. Die Metapher der Landschaft steht für die Schaffung eines schwellenlosen, topographischen Raumes, einer ewigen inneren, domestizierten Umwelt,
die sich beliebig ausbreiten lässt. Somit verschwimmt die Unterscheidbarkeit von innen und außen,
Arbeit und freizeit, wohnzimmer und Arbeitsplatz.
Glas — Neben der seit dem 19. Jh. paradigmatischen Rolle des Glases in seiner metaphorischen
funktion (als Symbol für Transparenz und die Abschaffung räumlicher Schwellen z.B. in Glasbau,
walter Gropius, 1926 — verbindung von Innenraum mit dem Allraum, Glasarchitektur, Ludwig Hilberseimer, 1929 — Leichtigkeit und Durchsichtigkeit, Le Corbusier) entsteht in der Nachkriegszeit
ein neues Interesse an der operativen Dimension des Glases — Durch die technische Erforschung
der materiellen Eigenschaften von Glas wird das Material fortan zur klimatischen und atmosphärischen Optimierung von Räumen genutzt. Das Material wird als materielles Medium, das mit Licht,
klang, wärme interagiert, zu einem Mittel, das die verhandlung zwischen innen und außen erlaubt.
St. Georges School wallasey, Emslie A. Morgan, 1961
Zusammenspiel von Glas und anderen Bauteilen — Glas als Teil eines klimatische Denkens
Außen- und Innenfassade mit verstellbaren flügeln, die Lichteinfall kontrollieren
faculty of History Library Cambridge, James Stirling, 1964-67
fassade nicht als isoliertes Bauteil, sondern als Teil eines umfassenden Umweltdenkens, in der
klimatische Eigenschaften von Glas aufgrund seiner Lichtbrechung ins Gesamtsystem integriert und
zu einem technischen Ensemble werden: durch aufsteigende Hitze wird ein kamineffekt geschaffen,
der das Gebäude kühlt
Pimlico Comprehensive School, LCC / John Bancroft, 1967-70
Glas in seiner physikalischen und ästhetischen als Teil eines ökologischen Haushalts, in dem durch
Technik auf Umweltbedingungen reagiert wird verständnis des Gebäudes als technisches Ensembles
(Leitung) — von Struktur zu Infrastruktur, von Statik zu Medien —> Entwicklung lässt sich anhand
der Zunahme von Pfeilen als Repräsentationstechnik für immaterielle Ströme in Gebäuden nachvollziehen (Sterling)
Die Anwendung dieser spezifischen Dinge zeigt die Entwicklung des wissenschaftlichen verständnisses physischer Prozesse und Materialien und dessen Anwendung zur Neudefinition des verhältnisses von menschlichem körper und Umwelt in immer effizienteren und den gesellschaftlichen
Bedürfnissen angepassteren sozialen konstellationen. Anhand der Betrachtung von Luft, Teppich
und Glas als Dinge, die für den Raum etwas konkretes leisten, lässt sich ein wandel in der Idee von
Architektur von dem einer beständigen, festen konstruktion hin zu dem eines technologisch gestalteten Milieus aus flüchtigen Strömen und Umweltbedingungen nachvollziehen.
Joshua Guiness zu Stalder

Schwelle (1)
Christina von Braun im Gespräch mit Elke Beyer und Laurent Stalder
In der Anthropologie betrachtet man die Schwelle am Beginn des 20. Jahr- hunderts in engem Bezug zu den Ritualen des Übergangs, so zum Beispiel Arnold van Gennep in seinem Buch Les rites
de passage (1909).
CvB: Das erweitert den Schwellenbegriff noch um eine zusätzliche, biogra- fische Dimension. Die
Schwelle ist der Moment oder der Ritus, durch den ein Individuum entweder in die Gemeinschaft
integriert oder aus ihr ausge- schlossen wird. Die Schwelle spielt also in der Beziehung von Individuum und Gesellschaft oder Gemeinschaft eine wichtige Rolle. Sie ist dabei nicht un- bedingt räumlich, sondern vor allem psychologisch zu sehen. Ein junger Mann oder eine junge frau werden hinübergeführt in ein neues Lebenszeitalter, in eine andere form der Integration in die Gemeinschaft.
Diese Schwellen und die damit verbundenen Rituale werden ja materialisiert, sei es in form von
Prozessionen oder konkreten Bauelementen. Gibt es einen Moment, an dem diese Handlung ...
CvB: ... geografisch festgemacht wird? Nicht unbedingt. Es gibt durchaus kulturelle und soziale
Schwellenphänomene, die nicht an einen bestimmten Ort oder einen geografischen Raum gebunden
sind. Das verhältnis zwischen Materialisierung und Handlung oder Ritual ist wechselseitig und kann
sich in einer historischen oder kulturellen Situation auch sehr stark verändern
Aus einer architektonischen Perspektive interessiert uns die Differenzierung auch auf der Mikroebene. Hier stellt sich zum Beispiel die frage der Unter- scheidung zwischen öffentlichen und
privaten Räumen.
CvB: Die westliche Gesellschaft, die die Trennung zwischen privat und öffent- lich so stark in frage
gestellt hat, ist meiner Ansicht nach die Ausnahme. Ich sehe darin eines der Symptome dafür, dass
die Gesellschaft so stark in unsere einzelnen körper eingegriffen hat, sie domestiziert hat
wie wird man von einem Raum oder einer Umgebung in die andere über- geleitet? wird die Schwelle aufgelöst oder so weit wie möglich versteckt? CvB: Es bedarf zunächst einer hohen Bereitschaft,
hinüberzuwandern in den anderen Raum, ähnlich wie bei der Hypnose, wo es bei manchen Menschen einen hohen Grad an Suggestibilität gibt und bei anderen einen niedrigen. Je weniger ich die
Schwelle wahrnehme und je stärker ich sie wegdenken kann, desto besser kann ich mich hinüberbegeben. Insofern wird jedes gute immersive environment oder jede gute architektonische konstruktion, die ein immersive environment herstellen möchte, dazu beitragen, dass mir nicht bewusst wird,
wie ich mich in den anderen Raum hinüberbewege.
Interessant ist, dass der Begriff des environment in der Architekturdebatte in den 1960er Jahren
auftaucht, als über den architektonischen „fließenden Raum“ hinaus die Technik eingebunden und
wirklich auch ausgenutzt wird, um eine möglichst frei gestaltbare Umgebung zu schaffen. In der
konsequenz löst sich die Grenze des Gebäudes in eine Abfolge von Zonen oder Schwellenräumen
auf. Man kann nicht mehr von einer Grenze zwischen Innen und Außen sprechen, sondern nur noch
von Zwischenbereichen – zwischen kalt und warm, sicher und unsicher, privat und öffentlich. Man
befindet sich eigentlich immer zwischen unterschiedlichen Sphären, von denen jede spezialisiert und
funk- tionalisiert ist. Entspricht dies nicht einem immersive environment?
CvB: Sie beschreiben, wie dieser Schwellenraum immer größer geworden ist, immer mehr Platz
einnimmt. Dazu gibt es auch kulturelle Parallelen. Nach dem Ersten weltkrieg etwa entstand zunehmend eine kultur des Dazwischen-Seins. Intellektuelle in Berlin zum Beispiel schätzten es hoch,
nicht einer bestimmten kategorie zugeordnet werden zu können, sondern gerade das Dazwischen
auszuleben.

Urban window, Installation von Elizabeth Diller und Ricardo Scofidio in der Ausstellung
Il Progetto Domestico, Triennale Mailand 1986, fotografie: Luigi Ghirri

Erste kameragestützte Überwach- ungsversuche öffentlicher Plätze und Straßen fanden in den
späten 1960er Jahren statt. Bis heute entwickelte sich die videoüberwachung insbesondere in
Großbritannien zu einer eigenstän- digen urbanen Infrastruktur, vergleich- bar mit den bestehenden
Gas-, Elek- trizitäts-, wasser- und Telekommuni- kationsnetzwerken. Hier filmen heute geschätzte
vier bis fünf Millionen ka- meras die öffentlichen Räume.
Ihrer englischen Bezeichnung clo- sed circuit television (CCTv) entspre- chend bildet die videoüberwachung ein geschlossenes Netzwerk des flusses visueller Information.
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It is one of the great ironies of architectural history that Leon Battista Alberti, who
famously published the first description of linear perspective in 1435, explicitly warned
architects not to use the technique. Alberti himself was well known as an architect, and
he credited another great Renaissance designer, Filippo Brunelleschi, with inventing the
system he elucidated. (Fig. 1) Yet despite the fact that perspective was the most powerful tool then available for the representation of space, Alberti dismissed it as useless in
his field.1
This apparent paradox revolves around the diagonal lines that characterize perspectival drawing. Although they are crucial for making the recession of space not just legible
but naturalistic, seemingly almost real, they are unreliable as measures of distance: in
creating the illusion of depth, they distort space itself. This renders them impractical,
if not downright confusing, for both the architect attempting to accurately lay out the
dimensions of a structure and the builder endeavoring to erect it. Architects, Alberti
suggested, should stick to the technique now known as orthographic projection, wherein
lines parallel in actual space remain parallel in the drawing, rather than converging
toward a vanishing point. Here, depth is always approached indirectly—represented
through the coordination of essentially two-dimensional representations that show
space undistorted, but in only one plane at a time. (Fig. 2) A plan and an elevation,
for example, together give an accurate accounting of the space of a building, but offer
no impression of what it is like to inhabit: in quantifying and describing space, they
transform it into an abstraction.
For Alberti, the distinction between these two representational techniques reflected an
essential disciplinary division. While artists should strive to present things as they seem,
architects must concern themselves with the world as it actually is. As he put it in his
canonical treatise On the Art of Building in Ten Books, “The difference between the drawings of the painter and those of the architect is this: the former takes pains to emphasize
the relief of objects in paintings with . . . diminishing lines and angles; the architect . . .
without altering the lines and by maintaining the true angles, reveals the extent and
shape of each elevation and side—he is one who desires his work to be judged not by deceptive
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appearances but according to certain calculated standards.”2 In
this rhetoric of truth and deception, Alberti was not only
outlining different tasks for architects and painters but
positing a profound conflict between experiencing space
and understanding it, between subjective appearance and
objective reality.
This fundamental split has persisted into the present,
widening as space has become, paradoxically, both more
rational and more subjective in the modern era. Industrial
capitalism brought with it the need to homogenize and
control space with a new level of precision; the open,
unencumbered expanses of modern architecture, enabled
by the invention of the free plan and the curtain wall,
seemed perfectly suited to these ends. This was the terrifyingly objective architecture of the planning grid—of the
factory floor, the office cubicle, and the housing block—the
space that Henri Lefebvre condemned as having “nothing innocent about it: it answers to particular tactics and
strategies; it is, quite simply, the space of the dominant
mode of production.”3
By the time Lefebvre issued this scathing critique in the
mid-1970s, an emerging generation of artists was already
seeking other options. If modern art had been defined in
part by a rejection of the perspectival representation of
space, postwar art was often characterized by desire to
intervene in space directly, evinced in the proliferation of
new spatial strategies ranging from the installation to the
earthwork. But as artists tried to open up alternative understandings of space, they inevitably had to turn against
Fig. 1
Detail from Abraham Bosse,
Les Perspecteurs, 1648

Fig. 2
Orthographic projection
drawing of stairs, from Thomas
E. French and Carl L. Svensen,
Mechanical Drawing, 1919
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architecture, too, given that it was deemed responsible for
manifesting corporate and institutional power in concrete
spatial configurations. In response to what they viewed
as the hyper-rationalization and abstraction of architectural space, many artists emphasized the fundamentally
contingent and subjective nature of experience, turning to
understandings of space that were more phenomenological than visual, encompassing time, movement, and an
embodied viewer. In this way, the oppositions originally
outlined by Alberti—between art and architecture, the subjective and the objective, appearance and reality—were
fiercely redoubled.
Today, disciplinary conflicts over the nature of space
seem to have reached a strange stalemate. Architects are
more and more frequently the purveyors of icons and
images, leaving space itself to the specialists who can best
organize and monetize it, as exemplified by the common
practice of so-called starchitects designing only the form
and exterior surface of a building, leaving the interior
layout to consultants and efficiency experts. No doubt
this trend is exacerbated by an ongoing paradigm shift
in architectural representation. As digital modeling and
rendering become ubiquitous, architects no longer need
to grapple with spatial abstraction and translation on a
daily basis and instead enjoy the illusion that they can
design directly in real (digital) space. Artists, too, have
largely abandoned spatial interventions for the pursuit
of spectacular visual effects at an ever-larger scale, as
both the production and consumption of art have been
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increasingly drawn into the branding exercises and global
tourism central to the economy of contemporary culture.
And so space itself seems to be fading from view in both
disciplines, perhaps because its divergent trajectories have
proved irreconcilable.
The seeming intractability of the problem of space is
what makes Sarah Oppenheimer’s work so urgently important. She has placed the centuries-old conflict between
experience and understanding at the crux of an oeuvre
that continually confounds expectations. At a time when
both art and architecture seem to be abandoning space,
she brings it back into focus; after decades of artistic hostility toward architecture, she embraces and expands the
discipline. And at every stage in her work—from its design
to its fabrication to the experiences it engenders—she radically multiplies our knowledge of space, both carnal and
conceptual.
· ·
Yet it would not quite be accurate to describe space, per se,
as the subject of Oppenheimer’s practice. More precisely,
her focus could be explained as the rigorous interrogation
(and masterful manipulation) of the ways in which architecture frames perception. For Oppenheimer, in other words,
space is neither an ideal, ordered expanse nor an impalpable medium of experience, but a concretely bounded set
of horizons that generate a range of possibilities for movement and vision. Her first step in beginning any project,
then, is to explore the fluid interchanges among eye, body,
and architecture that exist within a given structure.
Pages 34–35
Fig. 3
Isovist reflection
diagram: 33-D, 2014
Dimensions variable
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The relationship between these three elements poses
a notorious representational dilemma. Within architecture, the perspective drawing was long the method of
choice for simulating visual experience, but because it is
anchored in a single viewpoint, it cannot address movement, which entails a sequence of shifting viewpoints over
time (although the perspective has now largely been supplanted by the photo-realistic rendering, the latter is subject to essentially the same restrictions). A plan drawing,
on the other hand, enables the visualization of a range of
possible progressions through a space but eliminates the
possibility of seeing that space from any particular spot.
The increasing popularity of digital animations would
seem to alleviate this problem by introducing a mobile
viewpoint. But such representations still suffer from the
fundamental limitation of perspective, which is that it is
by definition impossible to escape the perspective of a
perspective view; the viewpoint itself cannot be tracked
through space, and so the relationship between eye and
architecture can be examined only indirectly.
Oppenheimer has deployed a new tool to address
precisely this problem. In the 1960s and ’70s, urban
planners and landscape designers began to use a kind
of diagram they termed an isovist, which describes the
field of surrounding space visible from any given point.
Unlike in a perspective drawing, however, that viewpoint remains visible in the image, sitting at the center
of the isovist itself. (The concept is extremely useful in
understanding, for example, how new development in a
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downtown might affect the visibility of an existing landmark building, or how much of a park can be taken in
from a particular spot within its terrain.) Collaborating
with a computer programmer, Oppenheimer developed
a custom plug-in for her digital modeling software that
allows her to place a viewpoint in a three-dimensional
model of a space and then visualize the isovist of that
point three-dimensionally. Crucially, the software updates the isovist in real time as she moves the viewpoint
around the space. (Fig. 3)
Seen in action, this software is remarkable. The isovist
of a simple interior can be visualized fairly easily—in an
empty room in which all points are visible from all other
points, the isovist is isomorphic with the architectural envelope, and remains static as the viewpoint is shifted. But
obstructions such as columns, corners, doorways, or windows complicate matters considerably, turning the isovist
into a jagged star of wedge-shaped rays streaming outward
from the selected point. (Fig. 4) And as the viewpoint shifts,
the isovist transforms dramatically, suddenly spraying out
through a doorway into an adjacent space, spilling past a
corner, or abruptly retreating in the face of a column or
wall. The most recent versions of this software produce
more complex isovists by taking into consideration such
variables as directional movement and reflective surfaces,
precisely visualizing the ways in which a turn of the viewer’s head, a step forward or backward, or the introduction
of a mirror into his or her field of view might limit or expand the range of his or her perception.
p. 36–37
Fig. 4
Isovist study, 2014
Dimensions variable
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What is most impressive about Oppenheimer’s isovist
tool, however, is its powerful combination of analytical
abstraction and experiential fluidity. At a time when many
architects are using new digital technologies primarily to
immerse the viewer within ever-more-convincing simulations of spatial experience, Oppenheimer models spatial
experience itself—demonstrating that it is the dynamic
product of the ongoing interplay between a mobile, embodied viewpoint and an architectural envelope. And the
computer’s capability to continuously update the isovist in
real time allows her to easily test the effects of an almost
infinite variety of interventions—different spatial configurations, different trajectories of movement, different material conditions—in endless combinations. In other words,
she has found a strikingly effective method of directly
studying the seemingly intangible interactions that are
the main subject of her work, laying the foundation for
the manifold perceptual effects produced by her pieces
themselves.
· ·
Custom computational tools also help Oppenheimer
mediate directly between her explorations of space and
the material realities of the physical world. The work for
which she has become known over the last decade involves subtle interventions into interiors, with each piece
structured around a series of apertures (sometimes inserted
into existing walls, and sometimes into partitions she has
introduced), each sharply delineated by a matte black aluminum sleeve. Although the works are often quite spatially
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Fig. 5
Assembly diagram, 2012
Dimensions variable
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complex, as she develops her design, Oppenheimer models them (digitally) in the simplest way possible: as a series of intersecting planes rather than as slabs of material
with actual thickness. (Fig. 5 & 6) By keeping her digital
model so minimal, Oppenheimer achieves an absolute
conceptual purity. In this state, the entire piece has the
strict precision of geometric proof: two planes intersect
in a single line, two lines in a point.
But such exactness would seem impossible to render
in physical form. The problem is most acute in the joints
between the aluminum pieces at the corners of each cut,
where intricate geometry necessitates sharp corners and
tricky folds in their lining. Here, rather than two weightless planes meeting in a line, Oppenheimer is faced with
the messy reality of two quarter-inch slabs of metal butting
into each other, requiring a physical connection to keep
them from falling apart. The artist had several options for
these joints. She could have used hardware to create a
mechanical connection, but any brackets or screws would
have disrupted the visual clarity of the metal surface, introducing a tectonic dimension that seems at odds with
their conception. The aluminum could be cut out in pieces
and welded together at angles, but this would be laborintensive, requiring extensive grinding and hand finishing, and it would be nearly impossible to achieve a crisp
corner given the additional material deposited in the joint
by the welding process. Alternately, the aluminum could
be formed on a break-bender, a tool used to make precise
folds in sheet metal. Oppenheimer has experimented with
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this last option, but although the tool creates bends with
a tight enough radius to be suitable for a wide variety of
architectural and industrial design applications, she found
it to be too imprecise for her purposes. Bending a sheet
alters its dimensions minutely, creating a nearly imperceptible distortion by compressing the material on the inside
of the fold and expanding the material on the outside.
The technique Oppenheimer has developed, in close
collaboration with her fabricators, is analogous to folding
paper along a perforated line. Using a CNC milling machine, Oppenheimer removes a thin channel of material
from the line along which the sheet is to be bent, and
drills evenly spaced holes to facilitate folding. Distortion
still takes place, but only across the thin sliver of material left at the joint, and with so much less metal being
crunched on the inside of the fold and stretched on its
outside, the corner can be formed with near perfection.
Moreover, Oppenheimer has developed another software
plug-in that largely automates the translation from the
flat plane of her model into a cut file for the mill. Despite the origami-like structures the technique produces,
then, it has nothing in common with so-called paper architecture, a phrase often used by designers to lend a
sheen of avant-gardism to their willful neglect of material
problems. Nor is it the “file-to-factory” fantasy of totally
automated digital fabrication, where materiality loses its
specificity by being entirely subsumed within technological processes, reduced to the generic abstraction of 3-D
printer powder. Instead, Oppenheimer uses her software
Fig. 6
A/B/C/D/E/F condition:
orientation diagram, 2012
Ink on paper
22-½˝ x 26-¼˝ (57 x 66.6 cm)
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to translate the precision of her digital models into real
material structures.4
Her construction method is also diametrically opposed
to the typical architectural approach. Traditionally, architects start with an assumption about the degree of
imprecision inherent in their building materials and
work backward, building a contingency factor known
as construction tolerance into their designs. While the
degree of acceptable tolerance varies greatly depending
on the kind of building, the ambition of the architect, and
the skill of the builder, in the case of a typical workaday
structure—for example the kind of interior stud wall in
which Oppenheimer often intervenes (or emulates in her
additions to the rooms in which she works)—a normal
tolerance would be in the range of a half inch; this means
that a given component of the wall could be located
anywhere within a one inch zone surrounding the point
at which it was drawn on the plan. Working with such a
wide tolerance is almost like looking at space through a
blurry lens—it is impossible to tell exactly where anything
is. Oppenheimer’s approach, on the other hand, allows
her works to be constructed to a tolerance of less than one
thirty-second of an inch: she sets space into razor-sharp
focus. While at first glance her work looks like architecture, then, it actually belongs to another spatial order
entirely (this is even true of the seemingly unassuming
partitions she often introduces—while they appear to be
typical Sheetrock walls, they are actually constructed
from MDF, which can be cut or milled to much finer
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tolerances). This extreme precision establishes a fresh
perceptual clarity; viewers become hyper-aware of even
the most subtle visual or spatial shifts, and new kinds of
effects become possible.
· ·
If architecture is the starting point for each of Oppenheimer’s
works, it is architecture of a specific type: almost all of her
pieces are housed within the blank, rectilinear volume of
a gallery or museum. These structures have evolved to
offer a vision of space at its most coherent. The white box,
that ubiquitous viewing environment for contemporary
art, emerged from the belief that gallery space should in
no way distract from the art it contains—it must be so obviously legible as to go almost unnoticed. And as linear perspective demonstrates so clearly, understanding space is
inseparable from the problem of perceiving depth. While
depth perception works according to several principles,
the distances within a gallery are far too small for atmospheric perspective to come into play, the occlusion of
overlapping planes is generally avoided, and the light is
so even that strong directional shadows are eliminated.
The only remaining visual cue is the recession of lines in
space. These “lines” are formed where the boundaries
of the room meet—wall to wall, wall to floor, or wall to
ceiling. Because we know from repeated experience that
galleries are almost always boxes, we know that all of
these lines are actually parallel. Therefore, any lines that
appear to converge are read as a sign of depth—just as in
a perspective drawing.
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Oppenheimer often begins her intervention precisely at
the point where these lines are most visible—in the corners
of the gallery. The best example of this strategy to date
is probably her 2012 work D-33, installed in P.P.O.W
Gallery in New York. Here Oppenheimer subdivided
the gallery into six roughly equivalent squares (using an
arrangement of two parallel walls both bisected by the
same perpendicular wall) and then carried out a series of
incisions through the walls’ intersection. (Fig. 7) The most
basic effect of this operation was to reshuffle the visitor’s
sense of adjacency and path of circulation. Because the
openings were large enough to pass through, one could
move through the spaces diagonally, transgressing the
geometry of the grid that otherwise defines the space and
enjoying a series of oblique views through the suddenly
interconnected rooms. More importantly, Oppenheimer’s
intervention effectively removed or obscured the corners
themselves. And when walls slip past each other, space
becomes ambiguous—in a sense, the effect is similar to
that generated by a curved photo backdrop or a panorama, where the absence of a definite corner suggests
infinite depth.
In this work, and most others, the cuts themselves run
obliquely in relation to the walls and floor. This is a deeply subversive move, because it creates diagonal lines that
are not necessarily signs of depth. These lines appear to
recede in space but they may not, or they may do so at
a different rate than the apparently diagonal (but actually perpendicular) lines running along the junctions of
Fig. 7
D-33, 2012
Aluminum, glass, architecture
Dimensions variable
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the walls with the floor and ceiling. The result is wildly
exaggerated or confused readings of the extents of the
room. For the viewer, walls no longer remain upright,
but seem to lean crazily or threaten to collapse inward,
as if the gallery had been rebuilt according to some mad,
expressionist geometry.
All of this is the product of false signs of depth. To the
degree that perspective is indeed a visual language—a symbolic form, as Erwin Panofsky famously argued—Oppenheimer is deconstructing it, piece by piece.5 Indeed, when
several successive generations of twentieth-century artists
rejected perspective and the depiction of space in favor
of actual spatial intervention, they did not really leave the
problem of representing space behind. For when it comes
to space, and particularly depth (the primary subject of
perspective), experience itself essentially amounts to an
act of systematic interpretation; even in physical space,
we perceive depth primarily by “reading” the signs of
perspective. Yet, as countless commentators have pointed
out, perspective approximates, but cannot fully capture,
depth as we live in it. In his Phenomenology of Perception,
Maurice Merleau-Ponty referred to depth as “the most
‘existential’ of all dimensions” because “more directly than
the other dimensions of space, depth forces us to reject
the preconceived notion of the world and rediscover the
primordial experience from which it springs.”6 This explains why Oppenheimer’s incisive plays of diagonal lines
seem to have more urgency and impact than we would
expect from a purely linguistic operation, no matter how
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radical; in disrupting perspective, they encourage us to
look past it, and thereby rediscover some of space’s raw,
enigmatic character.
Yet these same works also undertake fascinating plays
with flatness. Because the aluminum lining is a deep,
matte black that absorbs light rather than reflects it, the
metal bands tend to flatten out, almost as if they are
hovering vertically in front of one’s plane of vision. This
graphic, almost pictorial quality creates eccentric patterns so complicated that it seems impossible that they
could have been generated by simply carving through
the intersection of two perpendicular planes. But while
the practice of “cutting a section” has long had an explanatory and clarifying function in architecture, used
to create drawings that reveal a building’s underlying
order, it is also an excellent way to release underlying
complexity by abruptly reducing the three dimensions
of a given spatial configuration to the two-dimensional
plane of the slice. A section drawing relies heavily on the
convention of making an incision along an axis parallel
to the walls of a building. Crucially, the plane of this cut
is also perpendicular to the direction of the viewer’s gaze.
In other words, a section drawing is organized so that
you are looking straight through the imaginary window
that constitutes both the drawing’s surface and the section cut. This logic is, in a sense, replicated by the typical mode of viewing two-dimensional work in a gallery,
where a visitor looks directly at a wall, directing his or
her gaze to meet it squarely at ninety degrees. Routine
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punctures in gallery walls such as windows and doors
don’t look alarming, because they create holes that are
parallel to both our viewing plane and the walls themselves. But when the plane of cutting is not parallel to the
plane of viewing, the compression of three-dimensional
space into the two-dimensional surface of the cut quickly
gets out of hand. In this way, an oblique slice through
two perpendicular, intersecting walls can suddenly produce an eccentric figure that looks something like the
result of a jarring collision between two mirrored Ys, a
shape so complex it seems impossible for it to have been
contained within the sober geometry of a ninety-degree
corner. Oppenheimer thus reminds us that even if the
typical room has been constructed to ensure that space is
as legible as possible from our particular point of view—
lines neatly receding into the distance, walls reassuringly
straight, and corners at exactly ninety degrees—the space
contains latent complexities that are revealed as soon as
it is analyzed according to another logic.
As if all of this were not enough, Oppenheimer has
also used glass to introduce another layer of visual effects into many of her pieces, most impressively with
33-D, 2014, installed at the Kunsthaus Baselland. Glass
can produce extraordinarily complex perceptual effects,
but architects tend to domesticate it. Safely contained
within a frame, and set parallel to our plane of vision
(as in most windows and doors), it is something we look
through and rarely notice. But take it out of its frame, and
its edges will disappear. When viewed from an oblique
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Fig. 8
Two views. 33-D, 2014
Aluminum, glass, architecture
Dimensions variable
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angle, or tilted in relation to the plane of a wall, it will
bounce one’s gaze in unexpected ways, producing destabilizing reflections. In 33-D, Oppenheimer has inserted
a sheet of glass into each of the two main openings (cuts
through white walls lined in black aluminum, similar to
those in D-33 and most of her other works from recent
years) that constitute the piece. (Fig. 8 & 9) The glass is
rotated ninety degrees from the wall and passes through
the aperture, so that it protrudes into the room on either
side. Oppenheimer has purposefully left the edge of the
glass sheet unpolished, its dull, milky surface melting into
the air rather than creating a strong visual highlight, so
that locating the edge of the sheet or understanding its
orientation or dimension becomes extremely difficult;
this indeterminacy blends the space of the work into that
of the surrounding room.
Adding to the confusion about where the glass stops
and starts—indeed, where it is at all—each sheet is exactly
perpendicular to the floor, in the same vertical orientation as the wall it intersects, which means that it reflects that wall in such a way as to precisely double it.
In other words, looking at the glass, one sees a perfect
continuation of the line where the wall meets the floor,
as if the wall itself continues and the glass is not there.
This seemingly simple visual sleight of hand is entirely
dependent on the remarkable precision with which Oppenheimer’s works are constructed—if the glass and the
wall were even a fraction of an inch out of alignment, the
reflected line would swing up or down and the effect of
Pages 52–53
Fig. 9
Two views. D-33, 2012
Aluminum, glass, architecture
Dimensions variable
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continuity would be broken. It is also perhaps the most
thought provoking of her interventions. Most perceptual illusions are constructed around a single point of
view, and so are quickly exposed to the roving viewer.
This is certainly true of a perspective view constructed
on a flat plane, as Brunelleschi himself emphasized in
his most famous demonstration of his newly invented
technique, wherein he forced viewers to look through
a peephole at the reflection of one of his paintings in a
mirror—rather than at the work itself—in order to ensure
that it could be seen only from the point from which the
illusion was most convincing.7 But in 33-D, the doubling
of the reflection is not dependent on a fixed viewpoint,
because it is solely the result of the relationship between
the glass and the wall—of shared vertical orientation and
perpendicular intersection—and accordingly, the effect
will remain the same no matter where the viewer travels
within the room. The persistence of this illusion even in
the face of the viewer’s movement calls into question the
commonly assumed opposition between the way things
seem and the way things are that is both endemic to art
and architectural theory and as old as philosophy itself.
Alberti, for example, dismissed visual effects as “deceptive” because he saw them as divorced from the objective
standards by which architecture should be measured. But
the ghosted wall created by Oppenheimer’s reflective
glass reminds us that sometimes the underlying order of
the world is in fact made manifest through the impressions it produces, and that experience is neither entirely
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subjective nor totally objective: it is a bridge between
appearance and reality.
· ·
A common trope in the discourse emerging around
Oppenheimer’s practice is the description of her pieces
as disorienting. But this reading is a disservice to her
work, which is about nothing so easily comprehensible
as perceptual incomprehension. That narrative also fails
to distinguish her contributions from the flood of work in
recent decades that, in the guise of an exploration of experience, posits space as both immersive and essentially unknowable, an atmospheric condition or affective medium,
favoring special effects that extravagantly transgress the
limits of perception. In a sense, such work has fled from
the inherent incongruities of space, as if surrendering to
their insolubility. But these contradictions will continue
to animate Oppenheimer’s work precisely because she
too recognizes them as ultimately unresolvable. Layering multiple articulations of space—some complementary,
some contradictory—into a single architectural container,
Oppenheimer abandons the binaries and dialectics that
have so long structured our understanding of space in
favor of a carefully calibrated embrace of simultaneity.

4 I am grateful to the architect
Leo Henke for sharing his insights
regarding the application of computational tools to material problems
in architectural construction, which
have been invaluable in shaping
my understanding of this aspect of
Oppenheimer’s work.

3 Henri Lefebvre, The Production
of Space, trans. Donald NicholsonSmith (Oxford: Blackwell, 1991),
360. Originally published as
La production de l’espace in 1974.

2 Leon Battista Alberti, On the
Art of Building in Ten Books, trans.
Joseph Rykwert, Neil Leach, Robert
Tavernor (Cambridge: MIT Press,
1988), 34. Emphasis mine. First
published as De Re Aedificatoria
in 1485.

1 Appropriately, given his views
on its application, Alberti published
his description of perspective not
in his writings on architecture but
in his treatise on painting: Leon
Battista Alberti, On Painting, trans.
John R. Spencer (New Haven: Yale
University Press, 1966). Originally
published as De Pictura in 1435.
His warning against its application
in architecture was published in his
treatise on architecture, On the Art
of Building, discussed below.
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7 For an extensive discussion
of Brunelleschi’s experiment
with this panel, now lost, which
apparently depicted the Florentine
Baptistery, see: Hubert Damisch,
The Origin of Perspective, trans. John
Goodman (Cambridge: MIT Press,
1994), especially pp 88–98. First
published as L’origine de la perspective
in 1987.

6 Maurice Merleau-Ponty,
Phenomenology of Perception, trans.
Colin Smith (London: Routledge,
2002), 298. First published as
Phénoménologie de la perception
in 1945.

5 Erwin Panofsky, Perspective as
Symbolic Form, trans. Christopher
Wood (Cambridge: Zone Books,
1997). Originally published as
Die Perspektive als ‘symbolische Form’
in 1927.

door
how your body navigates through space
enter from space
from another space allows horizontal and vertical
primary orientation physical
how the piece personal in space
appropriation
arranging and establishing meaning
project spatial illusion
SARAH OPPENHEIMER

The installation is modeled on Michel Serres’ three definitions of parasite: just as the biological parasite is physically opportunistic and feeds off its host organism, the installation steals
its structural and electrical sustenance from its host site; just as the social parasite entertains
its host to earn welcome at the dinner table, the installation offers the entertainment value of
voyeurism to a public unwittingly drawn into an interrogation of vision; just as the technological parasite creates interference in an information network, the installation interrupts the systems of the museum to interrogate it. The installation electronically links the Projects Room
with three remote sites of circulation in the museum, linking self–conscious and unsuspecting
viewers in a reflection about looking—the primary activity in the museum.

DILLER SCOFIDIO
MUSEUM OF MODERN ART
1989 PARASITE

ENvELOPE
Envelope is a general term that covers objects that form a
space by creating a fat and complete or extensive boundary
between inside and outside. for example, the atmosphere
forms a shell around the earth or the skin forms a shell
around the human body. Examples of envelopes are
containers, clothing, architecture, packaging, membranes.
An envelope can be completely seperated from the content
it surrounds. It chooses to either refect or camoufage its
interior. The design of an envelope afects the worth of the
content.

wORMS EyE PERSPECTIvE
JAMES STIRLING
It can be used to look up to something to make an object
look tall, strong, and mighty while the viewer feels childlike
or powerless. A worm's eye view commonly uses three-point
perspective, with one vanishing point on top, one on the left,
and one on the right.
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view of “klara Lidén: Grounding,” 2018. klara Lidén
klara Lidén’s primary mode is the disruption and detournement of urban space. The artist’s recent
video works follow in the wake of a series of experiments at this gallery. In 2008, Lidén transformed Reena Spaulings into a pigeon coop. four years later, she filled it with a forest of discarded
Christmas trees. with this exhibition, Lidén upholds her fervent disregard for rules.
Using Massive Attack’s 1991 music video for “Unfinished Sympathy” as a point of departure (where vocalist Shara Nelson walks Los Angeles’s Pico Boulevard while singing), Grounding (all works
2018) captures Lidén as she traverses the streets of Lower Manhattan. The camera follows her
walking with apparent poise, until she performatively —and repeatedly—falls. while Nelson is dignified as she struts down a rugged stretch of LA neighborhood, Lidén fumbles in a tony setting replete with markers of capital: the
New york Stock Exchange, Chase Manhattan Plaza, and the monumental Dubuffet sculpture originally commissioned by David Rockefeller. This landscape stands in stark contrast to the pamphleteers, street musicians, and motorcyclists that populate “Unfinished Sympathy.”
But Grounding is more than its video component; Lidén emphasizes the importance of the built environment, going so far as to reconstruct it. The video is projected onto a plywood ramp that divides
the gallery in half. Inset with a trapdoor, it resembles the metal sidewalk entrances outside many
New york storefronts. The other side of the ramp reveals its armature, shoring jacks traditionally
used in scaffolding, as well as a video displayed on a monitor. This short, GTG TTyL, was made
as a preliminary sketch for the show. In it, Lidén climbs onto a sofa and a temporary wall, located
precisely where the monitor is now mounted. what is consistent about Lidén’s Grounding and “Unfinished Sympathy” is their unmoving rhythm, the determination of the single-shot camera take, the
authoritative stride of their protagonists. Shara Nelson sings about heartbreak. where, then, does
Lidén’s wordless music video lead?

Previously, Lidén’s installations have pointed outwards beyond the conventional display mode of
the gallery, or otherwise attempted to invert the relationship between private space and the street,
through sculptural and architectural means. Upon entering this exhibition, the viewer encounters a
video projected, at nearly full scale, onto a plywood surface set back at an angle of approximately
60 degrees. The looped film begins with Lidén clambering up the stairs from the wall Street subway
station and traces her steady pacing – set to an uneasy, percussive soundtrack by Askar Brickman – in a single continuous take. Loitering construction workers, a stroller-toting father and delivery men briefly share the frame with Lidén as she encounters them on her circuit, a choreography
interrupted only by her regular, unprovoked tripping and falling to the ground. Somewhat comically
– if not for the unsettling sonic tempo – these missteps do little to slow or inhibit her progress as
she crosses a few blocks into an empty square on Liberty Street, a privately owned public space
below a 60-story landmarked skyscraper that is only eerily implied in the low camera angle tracking
her modest movement at ground level. Here temporary scaffolding, plastic site barriers and safety
netting – evidence of ongoing urban development and the increasing entanglement of finance and
real estate – rigorously intervene into, trap or almost contain the walkway, ironically undermining
the name of the artist’s designated route. Emerging onto Broadway, just steps away from Zuccotti
Park (once the staging ground for Occupy wall Street), the camera stops as Lidén continues down
the street and finally around the corner, out of the frame. A doorway cut into the plywood projection surface at the gallery allows viewers the possibility to cross through (or into) Lidén’s film,
behind which its construction – propped up on those ubiquitous scaffolding pipes and tubes – can
be observed. GTG TTyL plays on a small wall-mounted monitor in this intimate background area,
allowing some relief from the public exposure of Grounding. Having implied a relationship between
the space of the gallery, or art world, and one of Manhattan’s more fabled emblems of power, the
structure of Lidén’s show invites, yet again, a question of embodied action in relation to broader
social and economic systems. furthermore, her frequent contact with the pavement in Grounding
– including a faceplant in the vicinity of Jean Dubuffet’s overblown Group of four Trees (1969–72)
– suggests that art’s historical capacity to camouflage predatory financial practices may now be
exhausted. But as long as free passage in the New york City streets is still possible (for privileged
subjects, at least), there may yet be a necessary politics or even pleasure – that is, another kind of
value – left in the unmediated practice of the dérive.

HUMAN PHENOMENOLOGy Of THE CITy
Baird believes that architecture is highly capable of manipulating affects on human experience at a
subconscious level.
“Architecture’s power comes not from the iconographical charge it can carry, but instead from the
fact that it structures our consciousness and our way of being in the world in ways which we ourselves are not fully conscious of”
“these striking images, none the less, bear powerful witness to the scope of the contemporary photographic image and to its capacity of both to portray and to shape the contemporary political forms
of publicness, generally, and of public space, specifically”
In relationship to architecture and urban design, each of these conditions work within the physical
and psychological networks of bodily proximity and become present to those who exist within shared public space. Baird insists that the way we work on, interpret, and project the city relies heavily
on the phenomenological aspects of architecture.[7] He emphasizes that experiential journeys of
bodies through physical spaces are crucial in understanding the cityscape; however, postmodern
city centres have grown too large and complex to fully understand its entirety in this way. Similarly, to his syntheses presented through street photography, the city must therefore be understood
through the approximations, representations, and other intermediate means of publicness

GEORGE BAIRD
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Lucius Burckhardt - Der kleinstmögliche EIngriff

Die Idee vom kleinstmöglichen Eingriff durchzieht sein gesamtes werk, von der Urbanismuskritik
bis zur Spaziergangswissenschaft. Der kleinstmögliche Eingriff steht für ein Stück neue Planungstheorie, die auf der Ebene der Landschaftsgestaltung davon ausgeht, dass es zwei ¿Landschaften¿
gibt, die real sichtbare, und die in unseren köpfen. Die Theorie des kleinsten Eingriffs bedeutet,
nicht mit gewaltigen Mitteln in die bestehende Umgebung einzugreifen, sondern diejenigen Eingriffe
sind nach Lucius Burckhardt die wirkungsvollsten, die auf das Landschaftsbild in unseren köpfen
einwirken und ein ästhetisches verständnis der Umwelt erzeugen.

Lucius Burckhardt - Der kleinstmögliche EIngriff

Bernhard Lassus, la vie en rose

This architecture is a substitution for the meeting’s interface, it is a prerequisite for reinventing
man’s manipulated environment and becomes an ante-chamber of the wild and hostile state of nature. True protected area, this shelter allows us to rediscover this fusion with the other and to learn
again to dialogue by and with the body. It establishes a time to reveal oneself, to love oneself, to
reach this inner rest.
A micro-architecture adaptable to urban space. This nomadic capsule opens a new dimension. It
questions the boundaries between public and private space by proposing an intimate meeting place incorporated into urban and landscape passageways. Its roaming rethinks the way in which the
territory is occupied and encourages the development of an unconstrained nature. In contrast to
this substainable and fixed quest marked by the human footprint, this ephemeral conception brings
a sincere correlation between architecture and landscape. Urbanity is in search of a return to its
roots, to Eden. This module provides a stepping stone to this new paradigm. A connection place
away from the screens for Adam and Eve 2.0.
A particular escape to abandon one’s thoughtful mind and achieve an instinctive body.
Didier fiúza faustino is an architect and artist working on the relationship between body and space.
He started his own practice at the crossroad of art and architecture just after graduating in architecture in 1995.
He has been developing since then a multi-faceted approach, ranging from installation to experimentation, from visual art to the creation of multi-sensorial spaces, mobile architecture and buildings.

« An animal may be ferocious and cunning enough, but it takes a real man to tell a lie »
Excerpt from the book of H.G wells, The Island of Dr. Moreau, 1896.
The city will not become the Jurassik park of tomorrow
Our world has been altered over the years. we are moving towards an increasingly artificial nature.
Today, our human relationships are deteriorated, wrong due to the extent of new technologie to our
reality. Informations are only exchanged through interfaces. Everything is filtered up to the physical
encounter, our way of communicating is undeniably lacking.
In a world where everything is fake and negotiable, how to find a form of animality, to immerse oneself in a primitive landscape ? How can we move away from the educated and domesticated being
we have become to grasp a form of wilderness state ?
Tender Room, one volume, two identical hulls, one bedroom.

“future will Be a Remake” is a game that invites people to appropriate architecture through the act
of play. Drawn on the floor, an endless hopscotch board creates a new trajectory enabling the body
to occupy the space in a temporary and unusual way.
In this game of hopscotch, life is seen as a simple ascension from the earth to the sky, from hell to
paradise. It is a game where life ends in the rest frame, a simplification made in fake innocence.
Once the visitor takes a step in this new version of the hopscotch, his body is taken into the infinity
of roving. Life is fast and asks for infinite mobilization. Through repetition of an hypnotic movement,
the visitor lets himself to enter a mental world, a new space with infinite dimensions. No more
earth, no more sky, no more up and down. Only a virtual area physically traced.

Trying to question our perception of space. Through architecture projects, art installations, scenography and other media, he investigates the ambiguous relationship between the public domain and
the intimacy of our contemporary society. Each time, architecture and our relation to space are
being interrogated, re-articulated and reinvented.

with Büro für Umtriebe people can particularly create an enclosed dark space within which they
can meet and exchange freely and intimately, whereas the outside façade offers a lightened open
public space. It is a means to favour freedom of opinion and expression.

More than other projects,
“Home Palace” defines
living space as an endless
negotiation between public
and private, between function and representation. Mirrors are used not to reflect
but to indicate an infinite
number of combinations. By
creating a suspended time
in this infinite mirror space,
“Home Palace” suggests
-prescribed uses.

It was then I realised that one problem with Pops
(privately owned public spaces) is they lack that kind
of energy. They feel too monitored, too controlled, to
allow this communal activity to simply unfold. London,
and many other cities, are failing miserably to enable diversity in people’s engagement with such spaces.

Architecturally, the office plan offers a generic building layout. Typically organized as unobstructed
space with a minimum number of vertical supports and vertical circulation and clustered services,
the office plan can easily be adapted to any use and occupation. In his essay “Typical Plan,” Rem
koolhaas celebrated the conventional office plan as zero-degree architecture “stripped of all traces
of uniqueness and specificity.”8 with its radical abstraction, the “typical plan” approximates and
gives spatial form to what Marx understood as the most generic faculty of the human being: the potential to produce. Marx did not distinguish work from labor. for Marx, labor coincided with the entirety of human subjectivity: labor as the aggregate of mental and physical capabilities to produce.9
for this reason, to transform office into housing is not only an act of recycling an increasingly underused typology, but a possibility of giving tangible and spatial form to the contemporary condition of
labor in which work, domestic labor, socialization, rest, and exchange are understood no longer as
separate spheres but as part of the same productive stream.
Everyday is like Sunday
DOGMA - Pier vittorio Aureli

yet by establishing a more open spatial framework that makes imaginable and possible living together beyond the nuclear family frame, our projects aim to repoliticize domestic space as a truly
public sphere where different forms of life are no longer enclosed by the individual home but can be
openly confronted, discussed and reorganized.

Everyday is like Sunday
DOGMA - Pier vittorio Aureli

while the office park was considered an attractive workplace in postwar suburban America, its import to Europe, beginning in the late 1970s, has been less successful. Rather than being developed
by corporations, office parks in Europe are often initiated by developers as rentable spaces. frequent turnover of tenants has made European office parks the utmost generic workplace. Often
located on the outskirts of cities, they are always strategically connected to major infrastructures. It
is precisely the generic character of these workplaces that makes them transformable.

Everyday is like Sunday
DOGMA - Pier vittorio Aureli

In The Human Condition, Hannah Arendt distinguishes labor from work.1 while she identifies work
as the production of lasting objects (a table, a chair, but also a poem or a painting), labor is defined
as the sheer, unending business of reproduction: eating, sleeping, preparing meals, giving birth,
raising kids, cleaning, etc. If work leaves behind things that may outlive human existence, labor is
destined to immediate dissipation for the sake of reproduction. following Aristotle and the reality
of the ancient Greek polis, Arendt locates the archetypal place of labor in the house. Unlike public
space, which is the space of politics, the house is the place of oikonomia, or the management of the
household.2
Beyond simply offering refuge, the goal of the house has always been to create the possibility of
frictionless cohabitation in which people can reproduce themselves. This is why the subject of the
house becomes the family. The term “family” comes from the Latin familia, which means servile.
The house is thus a congregation of famuli, of servile persons whose lives are dedicated to reproduction. If in the ancient oikos these persons were women and slaves, in modern times the servile
subjectivity of the house survives in the many forms of domestic labor that are still needed in order
to maintain the household. Unlike the medieval house where domestic space and the workplace
were often combined within the same building, modern housing is conceived as a space disconnected from the world of production and completely focused on reproduction.
Everyday is like Sunday
DOGMA - Pier vittorio Aureli

In a short essay dealing with the repetitive homogeneity of the Manhattan’s office layouts, Rem
koolhaas defined the term Typical Plan as one of the purest American architectural archetypes. A
plan stripped of all its qualities and reduced to a calculated relation between discreet standardised
elements: an empty surface able to host whatever program and on which life could be simply performed. Nevertheless, more than a technical achievement in electric lighting, air-conditioning and
fire-safety protocols, the alleged “specific indeterminacy” of the typical plan was the outcome of
violent political and economical passages, epitomised by that historical convergence between the
modern industrial revolution, the scientific management of production and the financial imperialism
which marked the first three decades of the 20th-century. Through the analysis of coeval case-studies in United States, Germany, Soviet Union and Italy, this thesis conjectures the typical plan as
the creation of the working-class, whose struggle always forced capitalism to constantly extend its
infrastructural apparatus and to further improve its architecture of production in order to ultimately
reduce the genericness of labor-power as lymph for progress. Only by reconstructing its spatial genealogy through the instruments of political economy and the dialectic of class conflict, the typical
plan could be eventually reconsidered in its twofold framing character, both as managerial dispositive – to maximise exploitation and profit – but also as a platform of organisation – to articulate the
workers’ opposition and resistance against any form of slavery, within and beyond the factory walls.

Sebastiano Serlio, Scena Tragica, from the Second Book of Architecture (1545)

Temperature GvZ

paradigm intention of an intimate theatre of commodity
the typical plan imlies repetition, it is relentlessly enabling, ennobling background
insertion of a new layer, a spine, infrastructural insertion.
I don‘t believe in small gestures
architecture can solve urbanism, new layer
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An office is what it does. It is a praxis that coincides with its own effectuality, an operation that
defines itself and its agents only by being performed: it resembles a behaviour more than a thing. It
does not refer to specific subjects or end-products; rather, it depends upon the conditions in which
it is placed. In other words, its “content” coincides with its “context”.
The more the “office” fulfilled its own effectuality, the more its plan became empty, abstract and
reproducible in order to prevent the limitation of its subjects’ ability to act. This “typical plan”,
which not only abolished any programmatic differentiation of its interior spaces but also rhythmically
framed the adjacent contextual conditions, proposed the possibility of creating an entirely homogeneous, continuous, flexible layout that was capable of making any human material or immaterial
potentiality productive.
The Office and the Loggia.
Giorgio vasari’s Architecture for Bureaucracy.
Published in San Rocco Magazine, #4 fuck Concepts! Context! (pp. 135-144, 2012).

The Office and the Loggia.
Giorgio vasari’s Architecture for Bureaucracy.
Published in San Rocco Magazine, #4 fuck Concepts! Context! (pp. 135-144, 2012).
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the architecture of labor and the space of production
francesco Marullo
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AS AN INTERfACE
BETwEEN THE EXISITING
BUILDING, THE NEw HOUSING
BLOCkS AND THE CHANGING
POSTMODERN CAPITALISTIC
BUILT REALM

BUREAU BAS SMETS, LIST
BRUSSELS-wEST STATION
Brussels-west Station is a competition masterplan for the area surrounding the station in
Sint-Jans-Molenbeek. The masterplan includes a 3 ha park, 45000 sq.m of housing, 27000 sq.m
of offices, 18000 sq.m of equipments, shops and activities. The project is based on the idea that
the west Station area is a potential Metropolitan Landscape, underlining three existing metropolitan criteria: accessibility, systemic value and vicinity of programmes. The project is built around the
new Maelbeek park. The park crosses the site from South-west to North Est, on either side of the
railway line, and forms the heart of the future neighbourhood.

INTERIORITy AND THE CONDITIONS Of INTERIOR
MARk PIMLOTT, 2018
Interiority pertains to the individual’s inner life, rich and set in opposition to the pressures of the
world. (...) Public interiors have the obligation to realise this, and exemplars have o ered places for
gathering and interaction, promoted freedoms of movement, association and action, and advocated consciousness of the self and others. (..) In the English language, the word ‘interiority’ denotes
‘inner character’2, and infers a condition of inwardness and individual contemplation. (..) when di
erentiated rooms appeared whose natures were distinct from public space. The interior as an increasingly specialised realm at once o ered a retreat from the world for the self, and a place in
which subjectivity could ourish. The company of one’s intimates would allow the individual to feel
free to express oneself. (...) familial and spatial intimacy, and other structures and strictures of the
domestic interior construct a condition of interior through prescribed codes of behaviour to which
an individual is subject. (...) I used–interiority–as inaccurate: rather, the processes and means of
colonisation produced a condition of interior. These processes may be seen to be continuous, in that
the devices through which laissez-faire capitalism operated, and which were represented in the dispersed urban environment, were extensions of those processes of colonisation that preceded them;
(...) The writer and lmmaker Patrick keiller, who, through his protagonist ‘Robinson’, also contemplated “the problem of London” (1994), calls this mode of re-con guration “radical subjectivity”
(2014), a process through which the city assumes features that are meaningful for those individuals
who interpret them. In these interpretations, the city does not appear as something other than itself, but as a bearer of myriad embedded narratives and histories that are signi cant, and which the
individual makes their own. (...) the term ‘city’ pertains to the dispersed and diffuse total urbanised
environment, formed by power relations and their residue, the effects of capital, and currently shaped by the effects of neoliberalism. Interiority, as specific to the experience of the individual, is difficcult to accommodate as a programme for those who must think about the making of the city and
its interior; however, we must attend to its possibility because of the freedoms it enables. To do so,
we, as designers and architects of the interior, must make places– and particularly public interiors–
of specific character, materiality, atmosphere and evidence of relations, through which people may
be more conscious of themselves and others, the world and their place in it.
Hannah Arendt’s words, in the space of appearance (Arendt, 1958). Sennett is concerned with
notions of value that emerge despite the oppressive narratives of the metropolis, and with e orts
that can be made to generate situations in which awareness of people, contact between them and
their potential interaction can occur. In such situations, interiority and its associated freedoms are
produced, as is a consciousness of self among others, who appears among them and is engaged
with them. The public interior can be designed to resist its deployment as an instrument and its
reduction to a kind of sca olding for coercive spectacle. Rather, it can become–as it has been, historically–a stage (Serlio, 1545) for people, upon which they can appear (Arendt, 1958; Baird, 1992),
move, act, associate, and become conscious of themselves and their place in the world as individuals, as selves, as others, as selves among other selves, together and distinct, in public. In such an
interior, people–as individuals, among other individuals–can be a orded pleasures of experience and
consciousness and the freedom of personal interiority and anonymity; they can read and interpret
allusions and representations through which they might occupy other imaginative realms, unbound
by power relations; they can occupy real environments that evoke ideas and themes that at once
reinforce experience of the present, reconcile the present with the past, and excite the imagination.
There, one can be oneself (and turn to one’s own thoughts) among others, in a place that represents an idea about the city–the city’s idea of what it wants to be–a place whose narrative concerns relations between people rather than power, a place that is in the world and that suggests
that that world is both the possession and their responsibility of the people within; a place of real
material and spatial qualities with allusions to other places and other times, one that permits re
ection and interiority, and is at once a shelter and a home, a place of the city and within the city,
both of the present and the past, a public interior rather than a condition of interior, and so, like the
previous examples and exemplars, a model.

reading its potential
climate is different than off the street, resulting in a distinct quality
exotic forest, as the buildings facade create a canopy of a higher sheet, like in the
wild
adding humidity creating a biotop
a system which works autonomous, but also helps the adjacent buildings creating
quality of framing.
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Something fantastic

wettbewerb im offenen verfahren für einen Ersatzneubau des krematoriums friedhof am Hörnli,
Basel
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Mark Pimlott: The Public Interior as Idea and Project
The Garden
„The ‚everythingness’ of the Garden represents the completeness of Creation on Earth, its perfect
state, its almost incomprehensible variety of living things.“
„The roots of of the word Paradise are from the Avestan language: pairi (around) and daeza (make,
form, build), meaning a bounded or enclosed space, a walled enclosure, wherein a wall surrounds
the garden and separates the garden within from the world without.“
„Arcady at once came to represent pastoral innocence, peace, and simplicity (paradisical), and
a dark, and mysterious realm. The fusion of pastoral and wild Arcady — and its ‚everythingness’
— yielded a realm in which a place of thought, reflection and study might be found; or a place for
solitude or the contemplation of mortality, or for entertainment, or terror.“
The Palace
„visitors would be in wonder at the variety and spaciousness of the rooms, their proportions and
beauty, their features and appointments, and the apparent endlessness of their succession.“
„The role of the palace has been to embody and represent the power, significance, or authority of
its host … “
„The functions it contains are, by nature, representational or ceremonial. A palace is indeed a scaffold for representation and ceremony: an empty, perfect vessel.“
„[The interior] transforms its itinerant occupants through its spatial characteristics and representational systems, either humbling or ennobling them.“

“Some of the greatest changes of the globalizing world are
being written in the language of architecture and urbanism.
So there has to be a chance that we know something more
about it, than the 28-year-old Mckinsey consultant who is
making most of the global decisions.” keller Easterling

Candillis woods

The Canopy
The sidewalk is extended upwards by
escalators leading to a public canopy. On
the first floor of the Airgate, a delicate,
reflective roof hovers above a terrace,
signaling openness and dynamism towards
the street below.

The Palace
A carpet of marble tiles extends into the streetfront lobby, luring the passer-by into an interior
sequence of vast, lavish atriums. Through its system of large-scale curtains, the interior serves as
the backdrop for a choreography of movement and
event, an enobling scaffold for representation and
ceremony.

The Ruin
By opening the building’s representative hall up
towards the sky, its controlled, stifling atmosphere is subverted by a process of slow material decay. The ruin is historically grown and
incomplete at once: a skeletal relic of a recent
past open for future appropriation.

The Machine
At the foot of a dense housing machine, the
entrance is reimagined as a performative collective space on the threshold of public and
private. A battery of shared storage space is
wrapped in a metal curtain that forms a mediating layer towards the street. The theater
of everyday activity merges with a space for
public spectacle on the sidewalk.

The Shed
A large public ramp slopes from the main
street into a transparent, homogenous interior, ready for appropriation. A plethora
of possible activities and interaction overlap between the continuous floor surface
and the vast ceiling that extend from one
side of the urban fabric to the other.

The Garden
By making use of the office building’s
controlled climatic environment, the public entrance hall is re-imagined as a lush
tropical garden. A slim, vertical volume of
conditioned air yields a serene atmosphere
for thought, reflection, and study.

wolkenwerk - 300 Apartments

Glattpark - 3165 Apartments

Leutschenbach / Mehr als wohnen - 450 Apartments

Planung Meili Peter- 700 Apartments

last ever university critt ydifhoadhfilsdfilshdfihsdf
Precondition:
you need to frame it: this network of civic spaces is required because of the inhabitation of the area generally
Infragestellung des Gestaltungsplans
no development across the street, all program goes into the empty buildings e.g.
Umnutzung der Bürogebäude
Aussenräume werden erhalten
All the buildings are like ruins that are appropriated or misappropriated
Subversiver Approach der Appropriation wird vielen zugänglich gemacht
It’s about a confidence of living in the city
Occupation of the space too generic
ground references that come from antiquity etc.
Qualitäten der Räume beschreiben die verstärkt werden
Dadurch Link zu den Referenzen herstellen
Detailliertere Ausarbeitung einzelner Räume, andere reduzierter darstellen, weniger
repetitiv
Shed: do less
linked to the use of the school so that the space has a „home population“ - the
kids, and out of school hours the communitiy
Garden: do more
design more in detail, garden looks too much like the ruin
How is the project working as an instrument, is it leading or is it following
Darstellung:
How do you bring all together
One Big plan with the network
Zoom in
Nolliplan Map: percentage of different uses that you project /speculate and of the
population, just make a statement like that to show that there are 10000 of people
within 7min of walk

„I didn‘t write anything. It
was not about planning. It
involved the provision of
a kind of structure, within
which things could happen.“
„I provide a framework,
and then I let the framework go and things happen within the framework
that are subject to chance, to interaction. These
things are beyond my
control.“

Pierre Hyughe

HOUSING initiatives along thurgauerstr

3165 Apartments

Glattpark - 2000

450 Apartments

Mehr als wohnen - 2010

300 Apartments
wolkenwerk - 2020

Planung Meili Peter 2020 -?

700 Apartments
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corporate office
buildings along
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a increasing vacancy (currently 37%) in corporate office buildings along Thurgauerstrasse
b increasing housing initiatives, currently housing 25‘000 inhabitants around Thurgauerstrasse
c 37.000 m

2-

city owned reservoir of Zurich - currently used by communal urban allotments

d Gestaltungsplan foresees 700 apartments built on last remaining city owned land reservoir

mark Pimlott
INTERIORISED REALMS
heterogenous compositions of singular buildings and regular constructions built around...
the interiority of their arrangements was central to their experience, and reinforced their
environments
necessiting the appopriation
A NETwORk MAy BE A TRACE, OR A wEB Of CONNECTED Interiors; a network may be linear
or diffuse. In cities, networks have been used to resolve complex demands for the management
of complementary and incongrous components and the activity, movement and distribuition of
many individiduals within them and their interconnectivity. Networks in cities are consequences of
agreements made over time that have yielded ad hoc environments that make informal relationships
conrete; and networks in cities have been built all at once as attempts to both reconcile complex
relationships and anticipate future conditions, connections and extensions, as systems whose
forms have been defined that have been implemented in order to capture „freedom“ of naturally
emergent patterns and phenomena. Many of the public interiors characteristic of our time (among
those which one might even consider to be either public or interiors) are networks of parts of larger
networks, legible and navigable at least as much through their network characteristics as through
those offered by their appearances. High degrees of connectivity are essential for the operation of
urban complexes, for the movement of people and goods, and for realisation of value of property
for landowners. This complex of benefits has been germane to the making of urban networks, and
has revealed itself in public interiors that have deployed a variety of inventions, that cut across and
through exisiting urban structures in order to realise complex objectives.
within the spaces of this extensive and continous interior, a multitude of discrete environments
and experiences were encountered sequentially, yielding an effect akin to collage, splicing together
banal, infrastructural, commercial, civic and monumental episodes.
The network extended itself by expanding around newly built infrastructural projects and then
forging connections with new and established interior realms in proximity to them, gradually
creating fully linked lines of disparate interiors.
(...) network binding dispersed or atomised components (...)

The object of the public interior is to make the city a home in the world for its citizens. As the
city becomes ever more dense and yet more fragmented, harsh and inequitable in both fact and
experience, this condition becomes more acute, and the case for a true public interior becomes
more urgent.
(...) and leave the public interiors of the city barren or transformed into thoroughly inacessible,
private, secure, surveilled enclaves - and places to work and live for the resident population.
Public spaces increasingly fall into private ownership or sponsorship, tying access to behaviour
acceptable to their owners, inevitably obliging consumption; monetising all activities at the expense
of wandering or rest; suffocating flânerie.
These demands contrive to privatise space, and diminish the public interior‘s capacity to
accommodate and represent all. In such spaces, the individual - who we would rather regards as the
citizen - is meant to consume, to respect private property, to behave as instructed, to refrain from

assuming any kind of freedom of either action or association.
A far more desirable situation would be one in which one might come to depend on the public
interior - as one has throughout history of the city in modernity - and reflect on that condition of
control, and propose a new public interior that is an antidote to omnipresent control; as an idea and
as an environment that provides soccour; as a place for everyone that stimulates the eye, the body,
and the mind, and is, somehow, generous.
The public interior might place us in profound contact with our own material culture, with what we
have made in the world, with the natural world, and with each other.
The character of the network is bound to its experience; its dimensions and proportions, its
qualities under one‘s feet and hands, its accomodation of the bodies and minds and lives of many,
its ways of making those bodies and minds conscious of each other, as sensous, sentient beings,
free to move, to associate, to act, to be together, to be alone, to be.
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