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The line between fantasy and reality is a fine one, walked by 
those with a steady-enough hand and a conscience to avoid 
fall ing into one or the other. 

Think again. In design, this f ine line becomes shattered, blurred, 
and bullied beyond recognition. 

In this issue, we are taking a step back and looking at the tangible 
evidence and the hard facts which are the accomplices of the 
final production. The process of production is often times 
ignored to create the visually pleasing results meant to satisfy 
the ever eager consumer. “Fuck context“ society says. . .used 
in the same sense that BIGNESS “transforms the city from a 
summation of certanties into the accumulations of mysteries.” 
Let ’s go back to the certainties, we say.

This year, 1:12 has taken this observation and the subsequent 
question and is producing two complimentary issues that 
celebrate, antagonize and critique our love affair with processing 
realities into fantasies.

Issue 010 focuses on the reality, the honest, the rigorous, and the 
pure. The sweat and tears before the standing ovation. The calm 
before the storm. The CS5 before the Cloud. 

- One:Twelve
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Baumburger Vertical Studio
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The rustic refers both to that which has rural characteristics and, in 
architectural terms, elements having deeply beveled edges and a roughly 
tooled face. More generally, the studio chose to understand rustication as any 
coarse or textured surface made up of panelized or tessellated elements. This 
served as the basis for exploring the relationship between a single rusticated 
unit and the surface it produced through tessellation.

Through development of a full-scale product, the tectonics of rustication and 
tessellation forced consideration of details which architecture students may 
usually ignore in their projects. Material tolerances, especially of concrete 
tiles, dictated possible edge conditions. By exploiting these, connections 
between units could either be celebrated or concealed by the nature of the 
tiles. As single tiles aggregated to build a whole, ideas of repetition and 
discontinuity drove the process of designing a surface with a limited number 
of unique tiles. Working as a whole, these rough tiles ensured that rustication 
was an integral part of both construction and the completed wall .
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Student work by Kristin Autin, Kristina Bertocchi, Michael Corbitt, Bryson Coy, Nathan 
Gammella, George Hawks, Dan Kirk, Chase Letizia, Max Moore, Bethany Roman, Claire 
Ronan, Daniel Schiering, and Ellen Shirk. 
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Stephen Turk

Tom Wiscombe’s recent four day digital workshop “ Involuted Figures and Black 
Holes” of fered Knowlton students the opportunity to work directly with this 
noted LA Architect on his exploration of near-figurality in contemporary 
modes of architectural expression. Wiscombe’s work, including his speculative 
studies and evocative building proposals, has a technical vir tuosity and 
powerful visual presence admired by many in the field. His projects are 
marked by a f luidity of expression that is the result of his masterful use of 
contemporary animation and rendering systems. The workshop offered at 
Knowlton centered on certain formal characteristics derived directly from 
Wiscombe’s own projects. These include his use of primal forms, what he 
terms Jacks, Crystals and Ziggurats, that can be characterized by their strong 
object qualities and iconographic legibility.

Wiscombe’s deployment of these three primitive forms can be read as an 
idiosyncratic exploration of figure/ground relationships within a contemporary 
notion of the destabilization of the ground as an a priori frame. His foray into 
this problem has centered on this particular set of primitives as they evoke 
a semantic field of relationships related to the realms of the conventional 
(games), the natural (crystalline structure), and the cultural (geometrical 
nature of architectural type). The strong object qualities of this collection of 
forms stand in for a larger set of questions both in the discipline and culture in 
general: the Jacks can be read as mobilizing the conventional state of nomos, 
the customary set of behaviors in a society; the Crystals evoke the sublime 
manifestation of structure within the geologic; and the Ziggurat clearly 
stands in for the rational and measured nature of logos, a rule based idea of 
measurement and adjudication within a self-ref lective notion of the discipline 
itself. There is a strong suggestion from the choice of these three that ground 
and figure will be the subject of an intense formal game of transformation. 

Student work by Alex Mann
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An important element of this argument is that these primitives typically come 
in ensembles rather than as singular entities. That is , Jacks come in sets from 
within the context of the eponymous game, crystals form in clustered and 
aggregated assemblies, and the incremental steps of Ziggurats suggest the 
infinite repeatability of measured interval within culture. Thus, though each 
exists as an iconographic whole and stand in for primal f igurality, they each 
have an affinity to be part of a vast collective. Wiscombe’s choice of what 
one might call “set based” primitives is part of a larger strategic move that 
questions the traditional part-to-whole relationship that has characterized 
our discipline for millennia. Indeed it has already been weakened, given the 
emerging understanding of the multiplicity of individual l ife-forms within the 
sciences (for instance it is now understood that higher level organisms contain 
foreign absorbed traces of other more primitive organisms). In its stead, 
Wiscombe and many of his contemporaries posit an object-to-object network 
of interrelated relationships.

Student work by Allison Drda

Wiscombe’s process util izes these strong figures as registers for a notion 
of multiplicitous identity as the figures (and it is important that they are 
multiple) in his work are subjected to processes of collision, intersection and 
dis-figuration within the digitally f lexible world of the software Maya. The 
primitive forms are combined and impressed into f lexible sheets allowing 
for the smoothing and merging of strong forms into aggregated ensembles 
and container-like envelopments. These retain enough of a legacy of their 
original f igural actors that they put into tension a new set of registrations; 
ones suggestive of the mutual enfolding of interiority and exteriority. 
Wiscombe’s representational techniques heighten these effects. His use of 
heavily ref lective rendered surfaces, deep chiaroscuro, and patterned surface 
treatment serve to camouflage the complete registration of object identity 
with respect to the individual unit components of the aggregated whole. 

Objects are blended and blurred, ref lected and shadowed but not allowed to 
lose their complete individual identity. It is the tension created by this near 
recognizability that is critical to the work ’s larger aesthetic agenda. 

Wiscombe’s work is evidence of something larger afoot in the discipline. He 
seeks to move beyond the traditional relationships which have governed the 
discipline’s attitude toward bodies. Several things have changed culturally 
to initiate this revised use of body form. It has become increasingly dif ficult 
to imagine an idealized human body as a central reference within our field. 
Figural bodies appearing in architecture are now just as likely to refer to any 
organic or inorganic body-object, whether animal, vegetable or mineral . 
Additionally, bodies are not presumed to be singular whole entities but rather 
can be seen as aggregates or ensembles; colony organisms where the “parts” 
are themselves independent wholes.

Clearly what is at stake here is a formal exploration that serves to disfigure 
and denaturalize the attributes of strong formal configurations that might be 
considered conventional elements of traditional architectural design strategy. 
Such conventional relationships as building-to-site and figure-to-ground 
are here made problematic. The resultant objects are suspended within 
shrink wrapped coverings that mask and re-contextualize the formerly strong 
formal identities of the primitives as they intersect ground. Thus objects and 
malleable sheets are juxtaposed to produce both the loss of conventional, 
natural and typological bodies within an involuted and malleable set of 
ground frames. The tensile “world” sheets within which they are situated are 
fictionalized and the presumed authenticity of the frame representing ground 
is thus destabilized.
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Student work by Ryan Riordan
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David Eskenazi
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Do I need to use a computer?
Yes.

I ’m not a student anymore, but I ’m not yet an architect either. What do I 
call myself?

If, l ike Britney, you’re “not a girl , not yet a woman” then you can join the group 
of young professionals in between complete amateurs and professionally 
l icensed, properly titled laborers. If you get a fellowship, then you can be a 
fellow. If you’re an intern, then you’re an intern. Some people use “architectural 
designer” for all those in between moments. When you use the suffix -al , you 
can kind of be whatever you want. I prefer “architectural person” myself.

How big should I make my work?
If you want it to be noticeable, make it big. If you want it to be smart, make it 
small . A good rule of thumb is to do whatever fits .

I ’ve made something. Where do I put it?
Once your parents refuse to keep your work in their basement, your best bet is 
to find a gallery or a website you can use as a storage room.

So, do architects do actual stuff?
This is a great question, so I googled “What does an architect do? ” and I 
found an adage suggesting that architects only ever make depictions of 
things, but never make the things themselves. I think its from someone named 
Alberti . Wikipedia says he was the first person to call himself an architect, so I 
guess he would know. I also saw that U.S. Copyright covers these depictions, 
so it turns out that architects just need to make images of things to be 
credited with authorship. Does that help? Are images actual stuff ? 

How much stuff should I make?
Either do as much as possible or as lit tle as you can get away with. I ’ve tried 
both. I ’m stil l not sure which is the best option, but extremes are always better 
than middle zones.

What do I make my work out of?
The cheapest thing you can buy the most of - just scale to your budget. If 
you’re constructing it yourself, then pick something you’d make a model out 
of. You don’t want to spend time building anything other than models, anyway.

How do I come up with a title for my project?
You have two options: straightforward or obtuse; an obvious description you 
can use to talk about the project, or a dif ficult to understand title that has 
some kind of poetic resonance often in the form of a metaphor. You can also 
just number everything and make all your work seem banal rather than special . 
Themed series are good, l ike naming all of your projects af ter endangered zoo 
animals or Dr. Seuss characters. 

How often should I work?
Work with every last second you have. Alternatively, if you can do it in an 
instant, then that ’s probably even better, but I ’ve never been able to do it . 
Andy Warhol said, “Nothing in-between is as good as once or every day,” and 
although I think he was referring to airplane food, it might be useful to think of 
the fruit of your labor as a tiny, prepackaged, and efficiently served delicacy.
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WITH JUSTIN DILES
Stephen Steckel + Josiah Poland
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pieces, and then adding weight as needed. The weight doesn’t necessarily need to 
be included with the material. The weight could be added selectively where you 
need it

SS: Where it ’s most efficient.

JD: Yeah. 

So as far as the digital fabrication question, there is a lot of hand finishing to 
these pieces and on the one hand I like the idea of eliminating that as much as 
possible simply because it makes it more efficient. I have no romanticism about 
hand touch. There used to be an architecture with a desire. I certainly like the idea 
of good craftsmanship, but I think that labor is expensive, although machine time 
is expensive as well so there are a number of variables and its just trying to find 
that sweet spot to get the thing as precise as possible and put together. You can 
see it ’s a struggle. 
3D printing would be another way, for example what if you could 3D print these 
pieces? 

Stephen Steckel: How do you take into consideration the level of craftsmanship 
required to build this project? Was this a consideration before you saw the project 
being built?

Justin Diles: We knew that the joints were going to be an issue and that was talked 
about from the first meeting. You guys [Josiah Poland and Stephen Steckel] 
worked on the prototype and it was a lot of work to produce, and it looked really 
good but we made a lot of molds. They have some tricks here [Kresyler and 
associates] in terms of how to make pieces, maybe with those tricks it could have 
become more efficient and we could have laid things up a little differently. But 
to make all of the molds that we did was clearly not going to be a very efficient 
process, so the hollowness is something that I ’m thinking about because it has 
been important to me. 

Josiah Poland: It ’s kind of silly that its not [hollow] 

JD: No because it comes back to this question of effort and material efficiency. It 
takes more time to make a hollow piece…unless you melted all of the styrene out 
but even so then you have to think about how to put in stiffeners. Those became 
an issue in the prototype. I fought those pieces all night long trying to get those 
stiffeners right. I had 5 minute epoxy everywhere. But I really wish that one of 
the pieces was hollow with the kind of cross sectional build-up. Even some plate 
inside that could possibly be cut out, because I really like the idea of hiding things 
inside. Some of it I think could just be done by milling the foam out. Just imagine 
if those giant pieces were half the weight you know, we wouldn’t need four or 
five people to position these things; you’d do it by hand. It would be really great 
to see this massive thing with two people lifting it up. That to me is part of the 
possibilities of composites. The shapes are sort of reminiscent of stone forms. 
Not literally necessarily, but the way that they fit together and their scale is 
reminiscent of historical stone forms. I like that they meet along flanges so that’s 
an important thing, instead of linking joints. Although we know that the reality 
is that because they’re lightweight and because we didn’t use the dowel system 
initially set, certain things had to be done. I ’m just struck by all of the shimming 
and working [by hand] of the pieces, which starts to recall all of these historical 
techniques. The fact that we have these face plates and were trying to line things 
up there are all of these techniques that happen in the field that get developed for 
aligning things and I think that that is pretty interesting. 

SS: I think at that point the weight then becomes a whole different question

JD: The weight is one issue…

SS: Well not so much thinking of the weight as an issue or a problem, but instead 
making the weight heavier intentionally because you know that when you set these 
things up they’re not going to move. I mean part of the thing working in the favor 
of the historical stonewalls was the weight sitting on top of the previous piece. 

JD: But the way that you could get around that is by having super lightweight 

“I  MEAN ONE THING I ’VE BEEN THINKING ABOUT 
IS THAT THERE IS THIS SORT OF HAND-EYE 

CONNECTION THAT WE JUST CAN’T SEEM TO GET 
AWAY FROM.”

JP: Eliminating the touch of the hand…

SS: So it sounds to me like what you’re more interested in is, more or less 
eliminating the idea of hand crafted pieces. 

JD: Well…

SS: if you’re talking about 3D printing pieces then you’re completely eliminating 
the idea of anyone physically playing a role in the manufacturing of the pieces. 
Although you could argue that the craft is then required in the modeling, which in 
turn makes the architect the craftsman. 

JD: I just don’t think that this is a piece that would benefit from being 
handcrafted. I mean one thing I ’ve been thinking about is that there is this sort 
of hand-eye connection that we just can’t seem to get away from. For example, 
hand sanding joints so that they look right to the eye. I mean the piece went 
together relatively well, it could stand up and it nested together and that’s sort of 
impressive. But our eye is so precise that we read those joints [as imperfect]. And 
we have very different expectations from those joints as we do from these joints 
(referencing the gaps between the wood of the table top where we were seated.) 
I used to think about the pieces…now I think about the joints. There is something 
about the joints that have become really interesting to me and really important 
through this piece because, backing up to the very beginning of what I started to 
answer when you asked these questions, the initial meeting that I went to with Bill 
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[Kresyler] it was the joints that became the problem. He looked at the original 
design and how intricate it was and thought of how we would be able to make all of 
those joints work. There are just too many joints. It wasn’t about the pieces, it was 
about the joints. And I thought about the joints when we did the prototype, the 
black pieces were offset slightly to add that reveal so there was that lip [accounted 
for] in the milling process. Also when I saw the photographs of the prototype and 
the 3d printed model I was always thinking about the pieces, but the line of the 
joints and the flanges are also super interesting. 

SS: You have a drawing of that, where one portion of the drawing is a section 
through the solid geometry, which highlights the pieces we built for the 
prototype, and the other is the line work, which is essentially showing just the 
joints. 

JD: Yes exactly. And so the joints kind of become an interesting problem and 
even just an interesting thing in themselves. Even just how difficult it is to make 
the tolerances acceptable. It is an inescapable question of construction tolerance 
and so in some ways one thing that I like about that is that no matter what style 
or manner of architecture that you pursue there are these unavoidable questions 
about construction tolerances and execution that you just cant escape. I don’t 
know that they’re different ultimately weather you’re talking about the James 
Stirling museum in Stuttgart or if you’re talking about the thing that I ’m doing. 
There is a sort of acceptable level of execution. So I ’m not so much interested in 
craft but its more like execution and what are the ways of executing the things 
that we have available and how can we leverage those to an acceptable, real world 
instantiation of a design idea. I think instantiation is kind of an interesting word 
for it because it comes from computer programing, it ’s the executing of something 

in a certain environment. The design is instantiated just fine in rhino. You can pan 
around it, you can scroll around it, and then it gets instantiated into the 3d print, 
and then it gets instantiated into this much larger scale and I think that there 
are pretty critical differences between those, and I really enjoy learning from all 
of those different versions of it. I ’ve learned different things at each level. And 
ultimately its not like the rhino model is a different design than 3d print or the 
large scale, they’re just different versions that are circling around an idea and 
each one contributes ultimately to informing us or giving us some information 
about that idea. And I think that that’s important because you’re never just 
drawing the representation of the project, that’s only just part of what you’re 
doing. You’re also building a drawing that has value in its own right. I figured out 
so much just trying to make the digital model work. Just like there is a certain 
level of knowledge in the shop. For example, Tim [project manager] just coming 
up on the fly with a way to easily align the pieces. There was a digital version of 
that in the rhino model to correctly offset surfaces to create the gaps to begin 
with. I find all of that super valuable. Each thing is part of the project, and sort of 
exists on the same plane with the same value. I find that really interesting. 

JD: And then there’s the conceptual aspect of the project. Thinking and talking 
about its relationship to history. It ’s just this sort of round-robin of different 
ways of thinking about it. Writing about it, reflecting on it. I think that that’s why 
architecture becomes so addictive ultimately…

SS: because design is a never ending problem?

JD: Yeah this sort of never ending thing and the kind of productive misalignment 
between the design idea and the execution. And it ’s certainly no different then 
when people were drawing by hand in this way. It ’s very easy to draw lines and have 

The prototype  with hollow pieces 
and stiffeners. 

Justin and the pieces of his design at Kreysler & Associates 
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things be parallel, but to take that to the field is a different question. 

SS: So you were talking earlier about that idea of style, and we know from the 
previous project and what you talk about in your writing that the piece is looking 
at surface buckling. At what point did it, does it, or has it crossed over from that 
to style, or aesthetic? Or does it not represent style and still completely represent 
that? 

JD: Well I think that one thing that has been kind of interesting for me to think 
about is that the previous lefevre fellow, Brandon Clifford, he’s interested in 
pretty similar issues but we’re interested in very different materials and we’re 
interested in pretty different geometries. He talks about stereotomy and Inca 
masonry. I came at it from a different angle and I ’ve arrived at a similar place. 
I didn’t start from this topic of massive elements, it kind of became that, the 
project sort of became that, I sort of was more interested in this structural 
phenomena and figuring out how it could be used, but then I sort of arrived at a 
conclusion that the best way for it to be used and the most interesting way for it 
to be used right now was to generate these big pieces from it. My pieces sort of 
contradict the assumed heaviness of themselves. They’re very…what’s the word I ’m 
looking for…just the sort of calligraphic line in a way is not something you would 
expect to be executed in something this massive, sort of counter intuitive, for me 
that’s important. They are these things that seem a little bit oppositional and you 
can bring them together. And also, if you look at someone like Brandon he works 
in plywood, you’ve probably seen the images of his vault at Knowlton, he executed 
it in plywood which is in a way a surrogate for masonry, its super heavy, the thing 
he did was super heavy, and as heavy as my pieces are, if you milled solid plywood 
or even if it had a hollow core and you had a perimeter of plywood, you wouldn’t be 
able to lift them by hand. 

SS: However, although Brandon’s pieces are heavier, because of their more regular 
geometries it is easier to break them down into smaller units, and because of this 
one person can make the application possible. You don’t have to lift half of his 
piece. So although your pieces in terms of overall weight are much lighter they 
still have a level of difficulty as far as installation is concerned. 

JD: Well that’s really why I wanted the pieces to be lighter for one because I really 
like the idea of two people being able to handle these things and put them in place 
instead of four…

JP: Which if they were hollow would be very easy… 

JD: Yeah, if they got a little hollower they would be much easier. Even if you just 
strategically drilled out some material and then plugged it, I think that they could 
be hollow enough. But regardless, their weight relative to any other material is 
still super light. And this is the first time I have worked at this scale so I ’m psyched 
to see it, and since it ’s the first one its great that there are problems because I 
would say down the road we need to address these issues. 
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PART 2 OF 2

DESTROYING A MIRAGE

Jessica Sprankle
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PART 2

LAS V
EGAS

LAKE M
EAD

SALTON SEA

COLORADO 

RIV
ER

Telephone poles stand unconnected, mobile homes are rotting, and cars 
appear as if they were simply lef t for dead. Over the past forty years, the 
dream of Salton Sea has collapsed. The marinas, hotels , restaurants, and 
homes that were once fil led with busy vacationers and new residents are now 
abandoned.

Hoover Dam Water Levels

1935: 908.4’

1936: 1023 .5’

1940: 1168 .1’

1980: 1202.9’

1985: 1205.5’

1990: 1177.9’

1995: 1190.9’

2000: 1196.1’

2005: 1137.5’

2010: 1086.3 ’

2015: 1084.7 ’ 2. 

4. 

3. 

5. 1. Southern California

In 1976 when storms poured rain on the Imperial Valley and the Sea 
f looded, some residents remained, but heavy damage to the marinas set in 
motion an economic decline that would continue for 4 decades. Today, the 
neighborhoods around the Salton Sea appear post-apocalyptic. Additionally, 
the salt-content of the Sea are so elevated that tilapia die off in vulgar 
numbers every year. They starve of oxygen, wash up on the beaches, rot and 
are eventually pummeled into small bony pieces that constitute the “beaches.”

About 280 miles north of Salton Sea sits Las Vegas. Another oasis in the 
desert. Similarly to the early years of Salton Sea, every year the city sees a 



6. 8. 9. 
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It is time for the mirage of the American Dream to dissipate. The American 
Dream is a fine goal, but the picket fence and well-trimmed lawn are not for 
everywhere. Salton Sea was a beach oasis in the middle of the desert, and 
it had potential to develop into an economic generator for all of southern 
California. But it didn’t and it never will . Las Vegas is what Salton Sea never 
fully grew into. 

Lesson 3 : Speculation is no longer speculation when a lake drops more than 115 feet . 

Lesson 4 : 22 mil l ion-gallon fountains that shoot water 500 feet into the air to the glorious sound of   

                 “God Bless the USA” is a goddamn heroic scene, but maybe not in the middle of one of   

                  the largest deserts in the world. 

Lesson 5: Grass is not meant to grow in the desert .

36 37

201020141980 2014

huge population of transient residents. For every resident of Las Vegas, there 
are 66 yearly vacationers.1 However, unlike Salton Sea, Las Vegas was not 
fortunate enough to have been settled on a giant accidental water source. 
Seven states from the American Southwest – Arizona, California, Colorado, 
Nevada, New Mexico, Utah and Wyoming - are tapped into Lake Mead’s 
water. At the end of March 2015, Lake Mead dropped to an elevation of 
1084.7 feet, the lowest level since the lake was fil led in 1936. 2 Las Vegas gets 
90% of its drinking water from Lake Mead, all 219 gallons/day/person of it 
(the average per capita water consumption of the United States is about 145 
gallons. . .). 3 The Bellagio alone maintains a 22 mill ion-gallon fountain that 
heroically shoots fountains 500 feet into the air to the tune of “God Bless the 
USA.”4 Fourteen of the largest hotels in Las Vegas – Aria, Bellagio, Caesar’s 
Palace, Flamingo, Green Valley Ranch, M Resort, Mandalay Bay, MGM 
Grand, Mirage, NYNY, Paris , Red Rock, South Point and Treasure Island – use 
a combined 3 ,026,747,545 gallons of water every year.5 That ’s more than 3 
bill ion. With a B. 

America is a huge country with many climates, terrains, and landscapes, but 
the American Dream failed to ever account for this . According to CNN, only 
7% of the water used in Las Vegas goes to the strip. 6  3 ,026,747,545 is only 7%. 
The largest culprits behind the other 93% of usage are lawns. Las Vegas is in 
the middle of the desert and the largest portion of the city’s water usage is 
going to lawn maintenance.

7. 



10. That’s a hell of a bathtub ring...
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AUTHENTICITY IN THE 
CONVERSATION OF ART 

AND ARCHITECTURE

J. Riley Cruttenden

What are buildings, really? Are they the thoughts and projections of an 
architect distil led in an initial sketch and reified through construction? Perhaps 
buildings can only be found in the final construction documents, or in the 
carefully selected plans and sections by which we come to know them from 
afar. At the end of the day, buildings inhabit the physical world. As Tschumi 
put it , “architecture is not about the conditions of design but about the design 
of conditions.” Conditions made possible by the actual , by the material , by the 
building incarnate. Buildings, l ike our own bodies, are confronted with their 
own reality: they age, rot, break, crumble, and decay. And then what? Is the 
building or a part of it gone forever? Or, as Tschumi might also say, does the 
state of decay become the most architectural thing about it? 

To understand how we might best keep a building alive, let ’s consider the 
following case study. A large segment of the St. Louis Gateway Arch has 
collapsed. Luckily no one was injured when the fragment tumbled, but 
the incomplete arch is an unsightly blight on the city’s skyline. Here are 11 
reasonable ways to conserve the arch:
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Fiction revolves around the imaginary; 
it entrances you, entices you, and as the 
story unfolds, a new reality emerges. 
But what can architecture learn from 
fiction, and more specif ically science 
f iction? In the realm of science f iction, 
there is a technique called world building 
that writers , f i lmmakers, and designers 
use to bring their vivid futures to l ife. 
Its foundation is in a world that we 
recognize but at every scale our world 
has been transformed, socially and 
physically.  World building relies on 
context creation to allow for the narrative 
to inhabit , the world takes precedence 
and a multitude of stories can take place 
in one world. This can be seen in Lord of 
Rings, Game of Thrones, Harry Potter, 
and many others . From the books to the 
screen, we can see how in one universe a 
variety of stories can take root. 

Architecture, l ike f iction, is a constantly 
evolving laboratory, though it has 
restrictions of the physical realm. 
There is a long history of designing 
f ictions in architecture but, because 
of these restrictions, there has been 
a tendency to lean towards drastic 
ideals , either utopian or dystopian. 
This inf luence can be seen as early as 
the Renaissance with the Ideal Cities 
in Urbino drawings.  Since its genesis 
there has been one overarching problem 
with the utopia, a static construct that 
does not achieve a productive tension 
that allow for a dynamic progression 
forward. Architecture should instead 
shif t to designing the “what ifs” of world 
building, which allows the creator to 
explore all the dif ferent possibil it ies 
of the world. From natural sciences, to 
creatures, socio-economic structure, and 
geography, “what ifs” allows the designer 
to come up with a number of variables 
that can play out in one world. The use of 
“what ifs” allows for these worlds to be as 
dynamic as our own, constantly shif ting 
and evolving.  Through understanding 

how the techniques of scenarios and 
world building are used in science f iction, 
architecture can use these tools to create 
spaces that can handle a multitude 
of realities at once. By analyzing how 
world building is done in specif ic works 
of science f iction and connecting it to 
examples of architecture we can see the 
correlations between how the techniques 
in one medium can be reinterpreted and 
repurposed to the world of architecture. 
I ’ l l be focusing on the science f iction 
works of Her, Snow Crash, Metropolis , 
and Minority Report.  

In the f i lm Her, by Spike Jonze, 
there is a strong separation between 
technology and man. Her creates 
neither a utopian nor dystopian 
future but one closer to our reality. 
The skyline seen throughout the f i lm 
is indistinguishable, its vagueness a 
quotation of globalization. As the f i lm 
develops, we start to understand it 
as a f i lm about bridges. From the cell 
phone, to the computer screen, to the 
ear piece, the world is sti l l not fully 
responsive to this new technology but 
always in need of a connector. Even 
Samantha, the operating system, is 
the connector between Theodore and 
artif icial intell igence of that day and 
age. The technology is f i l l ing the spaces 
instead of inhabiting them. Technology 
programmatically f its these voids, such 
as the screens in the train station or the 
programmatic f lexibil ity in an open plan 
in both Theodore’s place of work and at 
his home. 

The Seattle Public Library by OMA , 
much l ike Her, deals neither with a 
utopian nor dystopian ideal but with 
a plausible reality. Specif ically, in 
that information is becoming digital 
and programmatically changing the 
modern-day l ibrary. The Seattle Public 
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Library becomes the bridge between 
the traditional l ibrary and open source 
information. The l ibrary has been 
programmatically broken into stable 
programs and unstable programs. The 
stable programs are the headquarters , 
book stacks (which are the more 
traditional elements of the l ibrary), 
meeting places, staf f of f ices, and 
parking. The unstable programs are the 
reading rooms, mixing chambers, l iving 
room, and the kids’ area. This mixing 
between unstable and stable allows for 
a series of interfaces to be created that 
allows for adaptabil ity. In the stable 
platforms, the spaces are architecturally 
defined for each purpose. This is 
explicitly seen in the meeting f loor plan 
where each group of rooms is separated 
in curvil inear clusters , which creates an 
intimate area. This is also seen in the 
book spiral platforms, where the l ibrary 
maintains its traditional stack form. On 
the other hand, in the unstable portions 
of the l ibrary, such as the l iving room 
f loor, we start to see a hybrid space that 
takes into consideration the multiplicity 
of programs that wil l occur. A similar 
space happens in the mixing chamber, 
where there is a hybrid of f ixed spaces 
with f lexible programming that allows 
for adaptable and changing times. The 
infi ltration of unstable within the stable 
creates a blend.  In each of the stable 
platforms, new augmented realities are 
created through the use of color and 
architectural elements to separate each 
platform and engulf the user, only in 
the unstable do we start to see dif ferent 
platforms blend together.

The novel Snow Crash, by Neal 
Stephenson, is also similar to Her, the 
digital and physical realm are fully 
separated.  Here the digital realm, also 
known as the metaverse, is a vir tual 
collective space where citizens plug into 
an organized urban street. In contrast , 
the physical realm is highly segregated 

into factions that are controlled by 
private enterprises as the federal 
government has collapsed and only 
controls small portions of the city. This 
duality of the highly organized digital 
realm and chaotic physical world creates 
a strong separation between the two. 
The world of Snow Crash relies on the 
separation between each realm and 
the social implications that come from 
it . The metaverse becomes the core 
of this world, where people go to f ind 
information (such as l ibraries), meet 
with friends or even have international 
business meetings, and for some they 
choose to forsake the physical realm for 
the metaverse. 

A building that highlights the separation 
of systems and internal organizations 
is the Pompidou Center by Richard 
Rogers and Renzo Piano. This cultural 
center expresses the mechanical system 
through its exoskeleton and color-coded 
system to make visitors aware of all 
its systems. Through its color coding 
process, the building creates a clear 
separation between its program and 
the mechanical systems and highlights 
its machine aesthetic . For interior 
f lexibil ity of gallery spaces and events, 
circulation and the building’s systems 
have been pushed to its edges through 
the habitation of some of its part such 
as the tunnels in the exterior. This 
allows for the user to experience a new 
reality of a mechanized future, the idea 
of entering the machine through the 
placement of its circulation, the escalator 
in the large glass tubes. By placing the 
circulation in a similar form as the rest 
of the mechanical components of the 
building, the person becomes part of 
the machine instead of just an observer. 
The outward push of structure, systems 
and circulation creates an interior 
adaptabil ity that allows for multiple of 
realities that are also observed by the 
outside world from the plaza. 

Seattle Public Library

Pompidou Center

The machine is also present in Fritz 
Lang’s German Expressionist f i lm 
Metropolis , a dystopian world controlled 
by industrialists and powered by lower 
class workers . The fi lm begins with 
the city as it blurs away, taken over 
by machines. From the f i lm’s start , 
Fritz Lang gives the audience facts 
of the world. There are two main 
components: the underground city of 
the workers , where the machine that 
powers the city above exists , and the 

Club of Sons with its Eternal Gardens 
showing the viewer right away the 
socio-economic discrepancy. The 
world is built around the machine, and 
depends on the machine for its survival . 
Through this world building, Fritz Lang 
made a polemical argument against 
industrialization and its ef fects on the 
socio-economic landscape of cities .

Like Metropolis , Plug-In City by 
Archigram is powered by the machine, 
while viewing it as progressive 
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equalitarian tool .  Plug-In City is a 
utopian project of ideal cities focused 
on its mechanistic yet scalable 
conglomerations of parts . It emphasizes 
the dynamic gregarious situations that 
could develop over time. The cities are 
set up by a large infrastructural grid that 
contains the pieces underneath capable 
of being constantly shif ted based on 
needs. They are built up and moved 
accordingly with cranes operating from a 
railway. It is a mechanized dream where 
the machine runs the city. The stable 
pieces of the city (such as the railways, 
the routes, and grids) tend to be at the 
base while the temporary are at the 
periphery, mostly at the heights of the 
cranes. The boundaries are blurred and 
cities are taken over.  This abil ity to 
constantly shif t allows for it to constantly 
adapt to new realities and create new 
worlds. 

Occasionally in world building, one 
singular invention or constraint leads to 
a series of consequences that controls 

the rest of the world. Within the f irst f ive 
minutes of Steven Spielberg’s Minority 
Report, the entire world is laid out to 
the audience. The first scenes are blurry 
images of a murder, and a woman in 
white l ight then appears as the crime’s 
witness. Next, a CNC machine gives the 
audience the victims’ names, and soon 
af ter we see Tom Cruise’ character, John 
Anderton, walk into the Department 
of Precrime and we are rapidly told its 
taking place in Washington D.C in 2054. 
We find out the perpetrators name 
and John’s role as chief investigator. In 
these f ive minutes, an entire world was 
create based on the idea of precognition. 
The invention of one element creates 
a series of design impacts that ef fects 
the physical geography of the world, 
such as vertical highways because 
the city has rapidly grown due to the 
radius of the precogs’ abil ity. Also, 
due to the prevalence of precrime 
there is an increased use of biometrics 
for transportation, identif ication, and 
advertisement. The creation of this new 

Plug in City Fun Palace

reality is felt through every element of 
the f i lm to create a cohesive whole where 
numerous narratives can take place.

The Fun Palace by Cedric Price is a 
project that is based on the singular 
premise of planned obsolescence, as it 
was only meant to last ten years . Due 
to this rule, the structure is set upon a 
stringent suspension structural grid that 
gives it internal f lexibil ity. This allows 
for a large amount of user interface 
interaction that continuously shif ts the 
organization. This can be seen in the 
section perspective and in the plan 
where one can see the indication of 
how the bays can rotate to change the 
spatial internal qualities . Its only f ixed 
element is the structural grid that has 
been pushed to its exterior boundaries, 
as seen before in the Pompidou 
Center. This allows for a constant shif t 
in the program to create new theater 
productions and new public spaces at all 
t imes. The building itself becomes the 
world and the bays allow for a variety of 
narratives to take place and change the 
perception of the experience.
When designing architecture for a 
multitude of realities , f iction becomes 
the vehicle of how we start to design. It 
gives us a foundation and a technique 
in creating a physical world that can 
handle the shif ting and multiplying 
realities of today’s society. From the f lux 
of people, to the shif ting of intangible 
technology, and to the new narratives 
that wil l play out, architecture needs 
to become more than what it is at 
present. Through the technique of world 
building and understanding how other 
mediums have used it , we as architects 
must further push the boundaries and 
design architecture that wil l adapt with 
the quickly evolving technological 
innovations that are changing our 
cultural and physical landscapes.
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Dustin Page

As the individual in contemporary society is increasingly made up of multiple 
simultaneous identities, the architectural project must be reimagined as an 
oscillation between dif ferent figurations. Appropriately, the project which 
responds to this current situation of architecture, culture, and society may 
be identified as Recombinatorialisms. These messy sets of f igurations in turn 
treat the history of architecture as an archaeological dig which is constantly 
renewing and refreshing itself. The following may be considered the necessary 
characteristics to achieve a proper Recombinatorialism:

Deground
Rather than imagining the figure as a static, immovable object dependent 
upon circumstance, place, and time, the figure must be conceived as slightly 
mobile; a “degrounded” element. This notion will allow the figure to transform 
it ’s surroundings or, l ikewise be transformed by the setting in which it is 
placed. This is in the spirit of Hejduk ’s cast of masques, which allow for 
continuous re-imaginations of time and place throughout the city.

Use Both High and Low-isms

In a time within the architectural profession where many dif ferent camps are 
adhering to many disparate dogma’s, architecture should take a cue from low 
culture while remaining respectful to the history of architecture itself, and 
what may be considered high culture. Also, we do not need to disown traits 
that may be easily relatable to the masses. For reference, see the work of 
Fashion Architecture Taste.

Be Incongruent
Recombinatorialisms take known forms, signs and shapes and reimagine 
their purpose and significance. This reimagining calls for a new reading and 
reinterpretation of an old thing. Recombinatorialisms may adapt and develop 
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new meanings, both within and without of themselves.

Saturate with Architectural Grammars
The individual pieces operate by themselves while simultaneously working as 
a unified whole that calls upon referents in art and architecture. This situation 
requires an intensive methodical process of working and reworking, picking 
and pulling from the memory of the discourse. The combination of these 
architectural elements are more than the sum of their parts.

Develop Multiple Simultaneous Figures

These are the refigurations of known forms, ideas, processes, and 
materialities. Through multiple figures combining, they are able to 
take on new meanings, project dif ferent attitudes and adopt other 
functions and programs. The figures produce an air of ambiguity and 
may lead one to see these new combinations as oscillations between 
several dif ferent referents, refusing to land on one and instead recalling 
multiple simultaneously.

Satirize
This final quality of Recombinatorialisms responds to and acts upon 
all of the others. This artif icial mode of architectural production 
creates a theater setting. Like the third type of ancient Greek 
theater, satyr, the figures ref lect upon themselves and what they are 
addressing. Achieving each quality mentioned above, the resultant 
Recombinatorialisms become fictional falsehoods. 
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Cory Frost

so; I l ike to start with ‘so’ these days.
it just allows for segways.
goes swif tly, is cheap, easy, and mundane.  

now, thats out of the way.
before realizing it , the
stories begun.
wait , what story? oh, f ine. . .

here we have x .
a curious child,
matryoshka doll , really,
pairing giant roaring imagination,
with split pea soup.

it ’s funny, the white suit
neither good for messy boys
nor f it for Micromega travelers .
though our hero from room to island,
doesn’t white cloak l ike LED light?

before take of f, al l colored l ight
in one, white’s all and nothing.
hope, all harshness resolved in purity, a choice.
x is just a boy,
accepting and dismissing everything
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The G3 Graduating Class

As a short speculative project, the monument was explored as a contemporary typology 
in the context of a society which is increasingly technological and global . Here, the idea 
of something which may commemorate and celebrate was used to address the issues 
of climatic change and an evolving view of the relationship between humans and the 
Earth as it has been posited that we may be moving into, if not already in, a new epoch 
termed as the “Anthropocene.” The intent is not to mediate or reverse the ef fects that 
we as inhabitants of this tiny rock , f loating in the vastness of space have, but to register 
that there is a continuing impact which marks existence and which may communicate to 
future beings what has been. The following are a set of projects , located in a variety of 
biomes scattered across the planet, that aim to monitor the changing of conditions and 
to mark circumstance.
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Allison Drda
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