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Are we obsessed with effi  ciency? We hear about 
it often: energy effi  ciency, effi  cient markets, 
government ineffi  ciency, etc. We take it for 
granted that effi  ciency is a good thing. Ineffi  ciency, 
on the other hand, is a pejorative—something to 
be rooted out and eliminated.

These are strange notions. Effi  ciency is little 
more than a tool for analysis: a measurement 
of how well time, energy, or some other input is 
used in the completion of a task. But we have 
transformed it into something greater. This issue 
of One:Twelve asks: Why?
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From 1884-1893, John Hays Hammond worked as consulting 
engineer for three companies, Union Iron Works, Central Pacifi c 
Railway and Southern Pacifi c Railway, based out of  San Francisco, 
California. The Barnato Brothers commissioned Hammond to 
travel to South Africa to investigate the potential of  gold mines in 
Transvaal. As an early advocate of  deep-level mining, Hammond was 
granted complete charge of  a number of  gold and diamond mines 
in 1895, and was hugely successful. Upon his return to the United 
States in 1900, Hammond was famous throughout the country, and 
was employed as a professor of  mining engineering at Yale from 
1902-1907. In 1903, Daniel Guggenheim asked Hammond to be 
the general manager and consulting engineer for the Guggenheim 
Exploration Company. Hammond had not only made a name for 
himself  during the early years of  the twentieth century, but had 
also convinced nearly every father in the United States that his sons 
should study mining engineering.1

.  .  .

Born in 1883 in San Francisco, Reuben Lucius Goldberg was one 
of  those sons. His father Max Goldberg, fi re-insurance broker, 
police commissioner, Golden Gate politician, and cattle-rancher, was 
strongly opposed to his son’s wishes to study art. 

“For the honor of  the family don’t do this awful thing, Rube. … 
Think of  how I’m going to feel when I say to somebody ‘This is my 
son,’ and then a long-haired freak steps forward. Rube let me tell you 
something, maybe the Goldbergs haven’t the wealth or style of  the 
Astors, but they’re just as honorable. We’ve always come clean and 
we can look anybody in the eye. Be reasonable.”2

Set on following his passions, Rube simply responded, “I wanna 
be an artist. When people come to the house I’ll hide in the cellar. 
And I promise that any time I have a quarter I’ll get a haircut.”3 
Max Goldberg was not going to give up on his son, and when 
word spread that John Hays Hammond had been hired by the 
Guggenheims to lead their interests in mining at a reported salary of  
$1,000,000, Mr. Goldberg focused on helping Rube make himself  
a name.4 “If  you promise to work hard I’ll let you study art under 
some real masters. What would you say if  I told you you could 
become a student at the mining engineering school at the University 
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of  California?”5 When Rube rebelled and asked what studying 
mining had to do with art, his father responded in a way that fi nally 
convinced his son to follow Hammond. 

“Why, my boy, don’t you know that all the great artists, such as Da 
Vinci and Homer Davenport and Fred Opper and Rembrandt and 
Tad Dorgan, spent years studying mining engineering before they 
ever lifted a brush? You can never hope to be a real artist until you’ve 
learned mining engineering. Look at Mr. Hammond! He’s getting a 
million dollars a year already. Think of  the future in store for him 
when he feels enough confi dence in himself  to branch out as an 
artist.”6 

Rube was not interested in mining engineering in the least, but he 
was interested in making a name for himself. As early as 11, he was 
seriously pursuing his interests in art. One of  his friends convinced 
him to take drawing lessons from a sign painter named Charles Beall 
for fi fty cents a lesson. (That friend was named George Wagner, who 
went on to become one of  the leading architects in San Francisco 
at the time.)7 Throughout high school, Rube continuously had 
his drawings published in the school publications. However, the 
discussions he had had with his father convinced him that the only 
way to become a successful artist was to study mining engineering.

During his time at the University of  California, a campus paper called 
The Pelican, became one of  the fi rst collegiate comic publications 
in the United States.8 Rube routinely had his drawings and comics 
published. While publishing drawings, Rube was required to take a 
Physics course on Analytical Mechanics as a part of  his engineering 
degree. The Professor of  the course, Frederick Slate, quickly became 
a lasting impact on him. 

“Professor Slate had devised a machine by which the weight of  
the earth could be determined. It was a system of  tubes, retorts, 
hoses, and what appeared to be odds and ends. What knocked me 
over completely was the name he had given to the crazy-looking 
contraption. He called it a Barodik. Think of  anybody calling 
anything a Barodik! You could spend years juggling the letters of  the 
alphabet without getting a name as beautiful as the one Professor 
Slate had snatched out of  thin air for his invention.”9 
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In 1904 when he graduated from the University, he was “thoroughly 
disillusioned” with the mining engineering profession being linked to 
art in any manner.10 

In attempt to salvage something from his three-and-a-half  years in 
college, he took a job with the San Francisco city engineer mapping 
out the city’s sewer pipes and water mains.11 After three months, 
Rube quit the job out of  hatred for the work and began looking for 
jobs with newspapers that would allow him to follow his passion for 
drawing.

“ I F  T H E  G U G G E N H E I M S “ I F  T H E  G U G G E N H E I M S 
H A D  A T  T H A T  M O M E N T H A D  A T  T H A T  M O M E N T 

R A I S E D  J O H N  H AY S R A I S E D  J O H N  H AY S 
H A M M O N D ' S  S A L A R Y H A M M O N D ' S  S A L A R Y 

T O  $ 2 , 0 0 0 , 0 0 0  A  Y E A R  I T O  $ 2 , 0 0 0 , 0 0 0  A  Y E A R  I 
W O U L D  S T I L L  H AV E  B E E N W O U L D  S T I L L  H AV E  B E E N 

W I L L I N G  T O  E X C H A N G E W I L L I N G  T O  E X C H A N G E 
M Y  D I P L O M A  F O R  O N E M Y  D I P L O M A  F O R  O N E 

C L E A N  S H E E T  O F  B R I S T O L C L E A N  S H E E T  O F  B R I S T O L 
B O A R D . ”B O A R D . ” 1 2

 
Two years later, Rube Goldberg moved to New York City. After 
initially struggling, he found work with The Evening News. Over 
the next several years, Rube published a number of  very successful 
cartoons including Lunatics I Have Met, Foolish Questions, I’m the 
Guy, They All Look Good When They’re Far Away, Life’s Little Jokes, 
It’s Wrong…All Wrong, and others.12 During Rube’s transition from 
his pun-heavy early works to his later editorial cartoons, Rube 
worked on a series called Inventions. Some of  the most satirical and 
critical cartoons of  the artists life came after the fi rst Invention was 
published in 1914.13
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The “Automatic Weight-Reducing Machine” was the fi rst Invention.14 
Depicting a doughnut, ball of  wax, balloon, bomb, a hot stove, a bell, 
a balloon, a hoop, a pin,  and an obese man, the machine became the 
fi rst of  many satirical devices that always took the long and tedious 
route around a simple solution. Goldberg’s fi rst Invention making use 
of   a doughnut to inititate a long line of  incidents to help a man lose 
weight set the tone for the long running series of  satirically critical 
inventions. 

.  .  . 

A U T O M A T I C  W E I G H T- R E D U C I N G A U T O M A T I C  W E I G H T- R E D U C I N G 
M A C H I N EM A C H I N E

1 9 1 41 9 1 4

A s  t h e  d o u g h n u t  ( A )  r o l l s 
d o w n  a  b o a r d  ( B ) ,  i t  b e c o m e s 
o v e r h e a t e d  f r o m  f r i c t i o n .  H o t 
d o u g h n u t  f a l l s  o n  l u m p  o f  w a x 
( C ) ,  m e l t i n g  i t  a n d  p a r t i n g 
r o p e  ( D )  r e l e a s i n g  f a t  m a n  ( E ) 
w h o  f a l l s  o n  b o m b ,  b l o w i n g  h i m 
t h r o u g h  l o o p  ( G )  s u s p e n d e d 
f r o m  b a l l o o n  ( H ) .  B a l l o o n 
m o v e s  h o r i z o n t a l l y  a n d  b u m p s 
i n t o  p i n  ( I )  w h i c h  p u n c t u r e s  i t , 

d r o p p i n g  i t  o n  r e d - h o t  s t o v e  ( J ) .
M a n  n a t u r a l l y  r i s e s  h u r r i e d l y 
t o  t a b l e  ( L )  a n d  f a l l s  i n t o  h o l e 
( K ) .  F a t  m a n  h i t s  l e v e r  ( M ) , 
b r i n g i n g  b e l l  ( N )  d o w n  t i g h t l y 
o v e r  h i s  b o d y .  H e  c a n n o t  p a s s 
t h r o u g h  h o l e  a n d  c a n n o t  c a l l 
f o r  h e l p  b e c a u s e  b e l l  i s  s o u n d -
p r o o f .  H e  r e m a i n s  w i t h o u t 
f o o d  u n t i l  h i s  b o d y  i s  t h i n 
e n o u g h  t o  p a s s  t h r o u g h  h o l e .
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As the Machine Age progressed, the cartoons captivated the 
attention of  American people for their use of  common items acting 
in a complex, yet seemingly logical chain reaction to solve a simple 
and annoying problem. The subtlety of  Goldberg’s own humor in 
the machines lied in the titles as much so as the tasks. “Simple Cigar 
Lighter,” “Easy Way to Open a Window,” “Simple Way to Sharpen 
Ice Skates,” “Simplifi ed Lawn Sprinkler,” “Scientifi c Barometer,” are 
all explicitly satirizing the complexity of  the machine Goldberg has 
created to solve the problem at hand.15 The mania surrounding the 
creation of  machines and the progression of  manufacturing became 
the fuel for some of  RLG’s most famous works. 

Throughout his Inventions, Rube always gave priority to simple 
human needs and gentle humor. As a skeptic of  big science and 
progressive technology, Rube Goldberg made primitive machines, 
densely populated with humans and animals and simple techniques. 
Never once did he attempt to give neither man nor animal a capacity 
that was unfi tting or unnatural, improbable yes, but not impossible. 
Working in conjunction with real objects, the people and animals of  
Rube’s Inventions were the driving forces of  the chain of  events. 
Whether they benefi tted from the machine, as in having a napkin 
picked up for them or lighting a candle across the room, or they were 
a part of  the machine themselves, like in the “Automatic Weight-
Reducing Machine,” it is obvious that Rube Goldberg was intent on 
re-introducing man to the machine age. 

.  .  .

In 1928 France, Le Corbusier began work on Villa Savoye. By this 
time, Rube Goldberg was a well-known cartoonist in the United 
States and was making a hefty salary. He had begun working on his 
writing career in addition to cartooning, and was rather successful 
writing articles for Cosmopolitan, The American Magazine, Good 
Housekeeping, The Saturday Evening Post, and Collier’s.16 Le Corbusier had 
published his project for the Domino House in 1914, simultaneous 
with Goldberg’s fi rst Invention, but the paths of  the two men do not 
seem to cross specifi cally at all other than their contemporaneous 
work. However after the construction of  Villa Savoye, the fame of  
the Architect meets a problem that Rube Goldberg had invented 
over a decade before. The satirically simplistic Inventions became a 
critical commentary on the Industrial Revolution – 
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the rapid progression of  The Machine Age and the desire to 
mechanize all aspects of  life became the basis of  Rube’s work. He 
was making fun of  the quest to streamline and “simplify” the time, 
and he became famous for his works. Villa Savoye is much more 
similar to Rube Goldberg’s machines than it is to the steamships that 
it aspired to. 

Le Corbusier wanted nothing more than to conceal all reality of  this 
project and produce a pure machine for living. The pristine white 
walls and simple metal railings mark the architect’s desperation for 
the effi cient machine. By virtue, a brick is a mark of  the maker – it is 
a module that fi ts the human hand. In covering the brick with plaster, 
the building becomes monolithic and vague. All remnants of  man’s 
hand in construction has been abolished in the process of  making 
a machine for him to then inhabit. How effi cient is a machine that 
has seemingly been created in another universe? Can it understand 
and bend to the necessities of  man? Rube Goldberg seems to have 
believed not. 

Throughout the contemporaneous works of  these two men, there 
is a dramatic stance on the role of  mankind in the work they each 
produced. Le Corbusier went to extreme measures to remove man at 
the same time Rube Goldberg was reintroducing him to the equation. 
The works of  Le Corbusier and Rube Goldberg are much more 
closely related than upon fi rst glance, and it is unfortunate that their 
paths do not seem to have crossed during their careers because each 
gained fame for what the other was going through great strides to 
critique about the Machine Age.

P r o f e s s o r  L u c i f e r  G o r g o n z o l a  B u t t s
I n v e n t o r  o f  t h e  I n v e n t i o n s
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Notes

1. Goldberg, Rube. Rube Goldberg vs. The Machine Age; A Retrospective Exhibition of  His 
Work with Memoirs and Annotations. New York: Hastings House, 1968. p.43
2. Ibid., p. 43
3. Ibid.
4. Ibid.
5. Ibid., p. 44
6. Ibid.
7. Ibid., p. 45
8. Ibid., p. 48
9. Ibid., p.1-2
10. Ibid., p. 48
11. Ibid.
12. Ibid.
13. Ibid., p. 202-210
14. Goldberg, Rube, and Charles Keller. The Best of  Rube Goldberg. Englewood Cliffs, NJ: 
Prentice-Hall, 1979. p.1
15. Ibid., p. 21, 25, 70, 90, 102
16. Goldberg, p. 16

Image Source 

 “Automatic Weight-Reducing Machine” - Reproduced by Jessica Sprankle as published 
by Rube Goldberg & Charles Keller    

 Goldberg, Rube, and Charles Keller. The Best of  Rube Goldberg.   
 Englewood Cliffs, NJ: Prentice-Hall, 1979. p. 1

“Professor Lucifer Gorgonzola Butts” - Reproduced By Jessica Sprankle as published 
by Rube Goldberg 

 Goldberg, Rube. Rube Goldberg vs. The Machine Age; A Retrospective   
 Exhibition of  His Work with Memoirs and Annotations. New York:   
 Hastings House, 1968. p.1
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Space is commonly thought of  as being the primary promoter of  
architecture; the value by which we build. This is especially apparent in 
the present technological age. When navigating through the numerous 
three-dimensional rendering platforms, space is infi nite. There is 
intentionally no boundary so as to promote an open-minded design 
approach, unhindered by the restrictions of  the “real” world. As I have 
hinted, this agitator of  design also plays the double role of  constrictor. 
The challenge to the designer, the architect, is not just the creation of  
space, but the effi cient use of  the space available.

This is by no means limited to the fi eld of  architecture. One of  the 
most striking images of  this century is “The Blue Marble”. With this 
image came the conscious realization of  our relation to space as a 
whole. A new astronomical exploration was sparked as the collective 
of  humanity wished to discover new places to inhabit and overcome 
the constraint upon which our planet serves to the growth of  humanity. 
The opposite trend, one to preserve this surprisingly small inhabitance 
in a state which is useful for our species, was triggered. There is only 
so much “stuff ” to go around.

BETWEEN THE SECOND AND 
THIRD DIMENSIONS
Dustin Page

“Our little Spaceship Earth is only 
eight thousand miles in diameter, 
which is almost a negligible 
dimension in the great vastness of 
space. . . .” 

Buckminster Fuller, 1963.2

“The Blue Marble” 1
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Found Space

At the end of  the Medieval Age, there was a weakening of  feudalism 
throughout Europe. Power that had been spread among many 
lords accumulated in cities as they rebuilt and quickly exploded in 
population.3 As the wealth of  individuals within the city rose, they 
looked for an outlet to display their power. Theater was an evident 
device to do so.

Though there were several types of  theater throughout the medieval 
ages, the one that was most common and particularly interesting in 
terms of  the topic at hand is called “simultaneous place-and-scaffold 
staging”. What this ultimately means is that the theater troupe would 
perform in an unspecifi ed area within the city, not confi ned to a single 
location but working within the space of  the public. By nature this 
form of  stage set was large, cumbersome, and unreliable; contingent 
upon the circumstances at hand. 

Because of  the indefi nite boundaries to these plays, the audience 
became a defi ning factor, transforming into part of  the performance.4 
The audience’s participation could ebb and fl ow, and have a resultant 
effect upon the actors in the play. The wealthiest sat on scaffolds, 
raised above the squalor, sharing in the spectacle of  the performance.

The theater in this sense has a political function, highlighting the 
wealthy and powerful while engaging the masses, speaking directly to 
them through notions and objects that are familiar. The intention was 
to enliven and fetishize the city, as well as solidify the existence of  the 
“polis”.5 The theater was not meant to take the people on a journey 
to other places, but to transform the here-and-now into something 
more, something grandiose. It existed within the vernacular.

Simultaneous Place-and-Scaff old Staging
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Humanism

Unlike previous ages where Latin and Greek were rationalized in 
relation to scholars’ current beliefs and molded to fi t their present, 
religious, understanding of  the world, the classics in the Italian 
Renaissance were studied for the knowledge that they held.6 The 
Church was called into question and the focus of  scholarly research 
moved from an a priori to empirical stance.

With Copernicus’ discovery that the Earth was not the center of  the 
universe came awareness to the relationship our small planet holds 
to the rest of  space. People began to wonder what lay beyond what 
they knew; how they could break past what is seen directly within 
view. Enter the telescope, a lens through which distant places may be 
envisioned.

With the reinvention of  perspective and the discovery of  the Golden 
House of  Nero, painting, architecture, and theater witnessed an 
explosion in techniques to depict depth and distort perception.7 The 
designer was able to expand beyond the physical boundaries that 
plagued him, transgressing between the worlds of  the two-dimensional 
and the three-dimensional.8

Renaissance Theater

As theater popularity rose, so did the need to erect permanent theaters. 
Often built within existing buildings, the theater then became a new 
world which would be found within the renaissance city, transporting 
the visitor to the Ancient Roman or Greek era before the play began. 
The building wrapping the theater was more like a loosely held curtain, 
hardly suggestive of  what lay inside, allowing visitors to discover what 
was beyond the present and obvious. This in itself  is indicative of  
humanism. 

Never before had theater been confi ned to a permanent interior space. 
Previously, actors enjoyed the open air and relative freedom of  space 
that performing out of  doors allowed. With the permanent indoor 
theater came a whole new set of  problems…and opportunities. 
Sebastiano Serlio published Architettura in 1545, defi ning the various 
techniques of  painting, architecture, and theater that would allow the 
magic tricks that would be performed during plays.

The experiential performance of  the theater was built upon depth 
perception effects, most popularly exhibited in the Teatro Olimpico of  
Palladio and Scamozzi. But this was just the beginning to the theatrics. 
Traps were built into the fl oors from which actors and objects could 
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enter and exit. Machines dropped clouds and pagan gods from the 
skies. Rumbling cannonballs and rockets reproduced thunder and 
lightning.9

The theater became a fi nely tuned instrument of  spatial manipulation, 
transporting the viewer to other places and times instantaneously. Full 
towns, country-sides, and even oceans could be crammed within it.10

Notes 

1. “The Blue Marble” http://www.nasa.gov/images/content/115334main_image_
feature_329_ys_full.jpg
2. Fuller, Buckminster. Operating Manual for Spaceship Earth. New York: E.P. Dutton & 
Co., 1963.
3. Gillespie, Patti. Western Theatre. New York, NY: Macmillan Publishing Company, 1984. 
P. 177.
4. Gillespie, Patti. Western Theatre. New York, NY: Macmillan Publishing Company, 1984. 
P. 188.
5. I candidly borrow Pier Vittorio Aureli’s interpretation of  the term “polis”. This is 
the political sense that arises from an aggregation of  people of  the same background 
in relation to the city. Aureli, Pier Vittorio. The Possibility of  an Absolute Architecture. 
Cambridge, MA; The MIT Press, 2011. P. 3.
6. Gillespie, Patti, P. 269.
7. This discovery in Rome in the second half  of  the 15th century is of  prime 
importance because of  the examples of  roman wall painting that it would offer to the 
countless artists and architects that would visit. This, without a doubt, played a large role 
in the beginning of  the Italian Renaissance, re-defi ning the art world.
8. Gillespie, Patti, P. 256.
9. Gillespie, Patti, P. 265.
10. During a marriage celebration in 1589, after several other extravagant intermezzi, the 
courtyard was fi lled with water to re-enact a sea battle. Gillespie, Patti, P. 266.

Teatro Olimpico
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While effi ciency is a sweeping topic, ultimately defi ned by all manner 
of  parameters, it generally measures the effective use of  resources. 
Notions of  effi ciency warp and evolve daily as new technologies 
usurp old standards and establish new gauges. Where one fi nds a 
new technology, a fantastical precedent surely precedes in the realm 
of  science fi ction; whether it be the tablets and touchscreen devices 
seen in space age adventures or robotic devices constructed to 
aid explorers, many of  these fi ctional constructs meld with reality 
in a matter of  time. The Information Age brings access to nearly 
boundless knowledge gathered through computers and smartphones 
many take for granted as standards of  living. In the vein of  science 
fi ction, Andrew Ryan establishes the city of  Rapture on the sea fl oor 
in Bioshock’s universe. Rapture is an Objectivist utopia, a labyrinth of  
Art Deco seascrapers and bathysphere transportation networks that 
falls to ruin during the course of  a civil war. By extension, the notion 
of  colonizing the sea’s depths may seem farfetched, but in relation 
to technologies currently accessible or those on the horizon, it may 
become a pragmatic path. By establishing cities under the sea, we may 
redefi ne what is considered effi cient in regards to material harvesting 
and sustainability.

Though we live in an era of  maps and research all lying at our 
fi ngertips, the sea remains an enigma. Oceans cover over seventy 
percent of  the earth, but according to the National Oceanic and 
Atmospheric Association (NOAA), less than fi ve percent of  this 
domain has been explored.1 Yet we know that the sea is not a void, 
empty of  all value. According to oceanographer Robert Ballard, 
enormous deposits of  commercial grade copper, zinc, gold, and 
other heavy metal deposits litter this realm.2 Unfortunately, these 
hot commodities remain relatively useless to us without the proper 
manpower and infrastructure in place to extract and refi ne them. Yet, 

ONWARD, AQUANAUT!
Tom Reifenberg
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if  cities sprouted near known deposits, as they do on land, we might 
exploit these stores of  wealth with ease. 

Aside from these technically precious materials, the sea depths are 
home to the greatest museum on the planet, which serves only the 
most resilient creatures of  the deep. With centuries of  seafaring 
gone awry, veritable legions of  ships carrying priceless artifacts have 
fallen victim to the sea’s wrath, leaving perfectly preserved coffers 
of  unknown valuables in the sea’s frigid embrace. What historical 
monuments might we stumble across as we traverse this fl oor in the 
process of  constructing cities?

In addition to harnessing the earth’s material resources and relics, 
underwater cities may harvest its heat. With all manner of  faultlines 
occurring in the depths, geothermal energy exists in abundance 
within the sea. Certain landmasses make use of  hotspots and vents 
already; Iceland, for instance, derives 85% of  its energy for heating, 
greenhouses, bathing, soil heating, industry and fi sh farming from this 
method, thanks to its location in the Mid-Atlantic Rift Zone.3 Access to 
geothermal energy is fairly limited for landmasses, however, excluding 



.21

One : Twelve

Iceland and certain coastlines. Imagine how much energy could be 
harvested for cities built almost on top of  these vents! 

Our current standards of  effi ciency may be torn from their 
foundations by advantages found in underwater cities, primarily 
through the use of  inaccessible materials and renewable resources. 
The notion may seem implausible by present perceptions of  feasibility, 
which cannot be denied. When one mulls over the trove of  dreams 
once locked within the scope of  science fi ction, however, some day we 
may look back to this point in history and wonder why humans didn’t 
harness the sea’s bounty with haste.  

Notes

1. National Oceanic and Atmospheric Administration, accessed March 15, 2014,  http://
www.noaa.gov/ocean.html
2. TED 2008, “The Astonishing Hidden World of  the Deep Ocean” fi lmed February 
2008, accessed March 10, 2014, http://www.ted.com/talks/robert_ballard_on_
exploring_the_oceans 
3. Geothermal Education Offi ce, accessed March 10, 2014, http://geothermal.marin.
org/map/iceland.html 
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VIRTUAL PROPHET: 
ARCHITECTURAL ECONOMIES IN A 
TECHNOLOGICAL PRESENT
Joseph Ebert  

A self-proclaimed materialist 
movement that attempts to base 
itself on science starts to look like 
a religion rather quickly. It soon 
presents its own eschatology and 
its own revelations about what is 
really going on—portentous events 
that no one but the initiated can 
appreciate.1
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Architecture, as a materialization of  applied systematic technologies, 
frames human presence and consciousness. It does this through a 
history of  evolved technique and discourse, both of  which are subject 
to society, culture, and politics. The framework that architecture 
produces can be used to measure the economies between objects and 
subjects. Such economies—which we can defi ne as the mediation 
of  available resources, technological and material—determine the 
practice and discourse of  architecture, its inputs and outputs in the 
world-system. These inputs and outputs help to shelter and ‘immunize’ 
humans from ‘Real’ existence; that is, humans use these inputs and 
outputs to arbitrate their distinction from the natural world by creating 
false, but comforting realities.2 At the same time, the overly-determined 
modes of  measurement—which we claim as effi ciencies, and which 
we have developed since the Minoans, the Egyptians, and the guilds 
of  the Renaissance—are no longer ours. These effi ciencies used to be 
ours. We used to hold them close, sacred almost; they acted as measures 
of  our profession, self-contained, and only to be appreciated by the 
“initiated.” The reality is that our profession’s spherological realm of  
knowing has burst because of  technology and the aesthetic appeal it 
holds over the developed world, even if  we, as individuals, don’t have 
a grasp on what that aesthetic appeal is doing to the economies of  
production and discourse. We now suffer from an “encompassedness” 
that is not our own, but has been given us.3 

We might admit our release of  control was due to Modernity’s self-
fulfi lling nature of  production and revision. In Modernity the human 
was able to free itself  from the constraints of  the cosmological world 
that preceded it, all the while entering into a modality by which control 
was slowly being given over to technology. In the fi rst volume (Bubbles: 
Spheres I) of  his three-volume set, German philosopher, Peter Sloterdijk 
discusses the importance of  such a critical turn from the cosmological 
to the technological. In it he states that the Modern Age, dependent 
on “[r]esearch and the raising of  consciousness [has] turned man into 
the idiot of  the cosmos; he has sent himself  into exile and expatriated 
himself  from his immemorial security in self-blown bubbles of  
illusions into a senseless, unrelated realm that functions on its own.”4
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Sloterdijk’s point is that the departure from the cosmological, which 
was developed and funded by religious institutions, has ruptured the 
spheres that protected humans from the reality of  the outside world. 
These “shattered” spheres represented the illusion of  the citizen of  
the Modern Age’s “central position in space…[depriving him] of  the 
comforting notion that the earth is enclosed by spherical forms like 
warming heavenly mantles.”5 The world, free of  God, could now 
become developed by the technical production of  new illusions and 
new immunities. Relationships between subjects became ever more 
defi ned by a boundary of  secure remove; all the while, technological 
objects began to defi ne new levels of  proximal roundness, provoking 
a new emphasis on the meaning between objects and subjects.

The spherological relationships developing between objects and 
subjects became part of  an age-old debate that centralized itself  
within theoretical and philosophical discourse of  the 20th century. 
Remnants of  the debate linger on, morphing into new forms 
as a result of  the more recent turn—the digital revolution. The 
morphological nature of  the digital revolution is still uncertain. New 
effects are produced daily, and the economy of  economies is being 
thrown into greater ambiguity. It is diffi cult to determine effi ciency, 
its meaning and usefulness, when an increasing number of  economies 
are present. That is why we now trust so much in computers; their 
power to use algorithms in an effi cient manner makes the amount of  
ever-increasing data seem quantifi able. The reality, however, is that 
at the root of  such massive amounts of  server processing exists the 
human, the interpreter and giver of  meaning. 

Some argue that perhaps algorithms will become so refi ned and 
effi cient that humans will become obsolete. Technologist, and 
inventor of  the term ‘virtual reality’, Jaron Lanier, posits that such 
an obsolescence will not benefi t humanity, for obvious reasons. 
This is because a few massive Siren Servers—servers that have the 
most computing power and the most synchronistic algorithms—will 
largely run the economies of  fi nancial exchange.6 These servers will 
determine the market, and the dispersal of  wealth. The only hope 
for humanity, its involvement in the world-system is to thus add to 
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the fl ow of  information that is computed and processed by Siren 
Servers. Value in this technological epoch will be determined 
through advertising. If  the information given by an individual is 
deemed useful for selling a product to a greater audience then that 
individual will receive greater benefi t from the economic system. 
The result is a world-system of  contorted and unstable spheres. 
These ambiguous spheres are designed by the Siren Servers, 
and they help to immunize the world from itself. Again, in this 
situation, humans are given quality and value, rather than achieving 
it with their own agency.7

As it relates to architecture, some argue that the discipline is 
reliant on the mechanisms of  technological production, while 
some argue that architecture was a key player in determining 
the systems of  technology, especially the notion of  users and 
interfaces. But what is more important for our discussion is how 
architecture will project its future outside of  or inside of  the 
contemporary technological epoch, and how what we produce 
will be determined by the aesthetics of  technology. What will 
the economies of  architecture be in a technological epoch where 
metaphysics has entered into oblivion because it exists everywhere? 
Will effi ciency even matter, considering time and temporality 
will be muted to pure digital constructions of  spatial networks?8 
Or will architecture, as a profession, “disappear in the next fi fty 
years, one-hundred years, three-hundred years,” as Hernan Diaz 
Alonso posited in a lecture given at The Center for Design and 
Geopolitics in 2011. Diaz Alonso contends that in architecture’s 
incredible slowness, melancholy, and romanticism, geometry will 
be replaced by the image. As if  that weren’t already the case, we 
might contend that such image-based projections are part of  a 
philosophical project of  temporality set forth by Heidegger; the 
effort however, would be to take up the Sloterdijkian model of  
networked spatiality, the world of  bubbles. This world of  bubbles 
is not determined by the location between past and future, but 
rather by a metaphysics of  presence within the networked spatiality 
of  digital systems that are infi nitely everywhere and always.
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And wherein the discipline might try to recover the profession that 
is slowly slipping away, and try we will, we can’t help but question the 
quality of  our current economies, and whether they have the ability 
to effi ciently mediate the technological epoch that is on the cusp 
of  being everywhere and always. It is a reasonable fear and many 
in the discipline have tried to offer solutions. Patrick Schumacher 
offered parametricism as a ‘comprehensive theory’ for architecture, 
trying to maintain the agency of  the architect as author in a practice 
dominated by the tools of  digital. And perhaps there is some validity 
to the principle designer/data-miner, but ultimately the majority of  
work performed comes by way of  digital computing. Yes, architects 
can write scripts and program algorithms, but why not then hire 
a mathematician? Beyond sixty years ago architects controlled the 
totality of  the design process; now, engineers solve most, if  not all, 
structural issues (it is understood that we have new materials and 
new aesthetic forms), and we outsource to locations that have super 
computers being operated by highly skilled cheap labor, for both 
our images (renders) and our models. We might offer that this is in 
fact part of  architecture’s role in an ever-evolving world of  digitality, 
a world in which the digital has not yet taken complete control 
and construction of  our metaphysical spheres. Perhaps what may 
be happening with architecture’s loosening of  its totalizing grip, is 
what Mario Carpo argued for in his Log 26 essay concerning ‘digital 
Darwinism’, that architecture and its forms are due to a process of  
natural selection that occurs over a period of  time. And perhaps, 
maintaining a Heideggerian mentality of  metaphysical temporality is 
the only way for architecture to sustain its professional relevancy—
taking things one day at a time, one project at a time, one epoch 
at a time; understanding that through time we can design our own 
spheres and their immunological capacities. Or, as Sloterdijk asks, 
“Perhaps what we call historicity [our ability to understand our past 
to project into the future] is nothing but the time required for the 
attempt to repeat God’s trick through human ability?”9

Under all of  these guises of  salvation we can see that we are merely 
fabricating new ‘religious’ institutions to immunize us from the 
impending reality of  our infi nite future.
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We won’t know when this future will start because it will just be, 
and we will fi nd ourselves presenced in it everywhere and always. 
That is unless we begin to heed the advice of  Lanier. Lanier was 
part of  the digital revolution that thought digital applications like 
the Internet would help to make things more accessible and by 
extension free. Currently, the Internet has become a platform where 
large servers control economic meaning and value—this is done 
through the networking of  given information and the processing 
of  that information. Lanier is now part of  a minority movement of  
Silicon Valley technologists that is trying to reverse such a trend and 
revert back to its original design of  freedom and accessibility. Using 
information to reconsider the distribution of  wealth will make for 
a healthier and more robust middle class, at least that what Lanier 
posits.

But what will this look like for architecture? Considering that 
architecture has always relied on deep-pocketed agents to fund 
projects, it would seem a strong middle class is something to be 
anxious about. But it’s also dangerous imagining a world controlled 
completely by some massive server, a server that could very possibly 
create an ontological sphere that doesn’t allow its occupant to ever 
leave its spatial dimensions. So then, imagining a healthy middle class, 
does something like the recent platform of  cheap and competitive 
design, arcbazar.com, seem plausible, or useful?10 If  we consider 
Lanier, then the competitive nature is fully capitalistic, and it’s not 
determined by some domineering Other. It would seem to benefi t 
all parties: the designer, the client (typically middleclass persons 
seeking small projects), and the contractors. But we need not forget 
the amount of  backlash that is already churning in design circles. 
One popular adjective, “miffed”, describes how designers feel about 
open-source platforms, but there are other means of  expression that 
are more typical: if  anyone can submit designs doesn’t that also mean 
that ‘bad’ designs can be submitted?11 What about legality? Who 
signs off  on what?

Arcbazar.com is not some kind of  answer to how we will mediate 
our technological epoch—it is, however, an example of  a fl exible 
and ambiguous economy, one that is far reaching in determining 
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the discipline’s future. It could provide a critical agency for the 
architect, an agency resistant to a universalizing, cosmological 
sphere of  a ‘digimodern’ future.12 Without agency, without 
experience (call it consciousness if  you like), we run the risk of  
being pulled into the immunological spheres of  the technological 
milieu, at which point we will be unable to determine whether we 
are humans, machines, followers of  a god, or just matter fl ying 
around circuitously: time won’t matter, because whatever we have 
been determined to be, by the server system, we will have always 
been according to the will of  the server. Lanier is important 
because he understands and loves what technology can do, but he 
appreciates in the words of  Hubert Dreyfus, “What computers 
can’t do.” To Lanier, the human deserves to be counted as special. 
Does he know how to articulate the specialness of  a human? Do 
we need a metaphysical Other to determine who we are in the 
world-system? In his own words, “Whether the argument is about 
people or God, the [strategies] are roughly the same. So I can’t 
prove that people are special, and no one can prove the contrary, 
either, but I can argue that it’s a better bet to presume we are 
special, for a little might be lost and much might be gained by 
doing so.”13 The same can be said for architects as well. Crowd-
sourcing, crown-funding, and open-sourcing might be the future 
of  a discipline that is still trying to write its own history. It can’t 
hurt to investigate all possible economies, because we want to 
believe there is a future, rather than an everywhere and always.
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Notes 

1. Lanier, Jaron. “What Is a Person?” In You Are Not a Gadget: A Manifesto (Vintage 
Books: New York, 2010), 18.
2. In this case the ‘Real’ is derivative of  the ‘Lacanian Real’.
3. Sloterdijk, Peter. “Introduction: The Allies; Or, The Breathed Commune.” In 
Spheres, Volume 1: Bubbles, Microspherology. Translated by Wieland Hoban. (Semiotext(e): 
Cambridge, 2011), 26.
4. Ibid., 23.
5. Sloterdijk, 23.
6. Lanier. “Siren Servers: There Can’t Be Complexity Without Ambiguity.” In Who Owns 
the Future? (Simon & Schuster: New York, 2013), 53-57.
7. Think American Idol—the individual viewer is made to think that their vote matters, 
that each voter has the agency to determine American culture and its fi gures.
8. Kroker, Arthur. “The ‘Will to Will’.” In The Will to Technology & The Culture of  Nihilism: 
Heidegger, Nietzsche, & Marx. (University of  Toronto Press: Toronto, 2004), 54-57.
9. “God’s trick” is substantiated through the cosmological epoch that built our fi rst 
immunological spheres, establishing a moral code—a  Law—by which humans determine 
their separation from nature, the world.
10. Arcbazar.com is a marketplace website that hosts transactions between clients and 
designers. The main distinction from normal economies of  architectural production is 
that arcbazar.com moderates the relationships between the client and designer along a 
similar model used eBay. Any person that wants a built environment designed can sign 
up, for free, and post a request. Any designer can answer the request with a submitted 
design. The fi nal design chosen is merely dependent on the client. The amount of  
money given is initially offered but can change based on the nature of  a [narrow] 
competitive market.
11. Concerning architects’ miff-dom see: www.ocregister.com/articles/design-602892-
archbazar-designs.html. Accessed March 2, 2014.
12. The term ‘digimodernism’ was coined by Allan Kirby in his book Digimodernism: 
How New Technologies Dismantle the Postmodern and Reconfi gure Our Culture (New York: 
Continuum, 2009). Digimodernism posits a return to the modern based on a reliance of  
new technologies.
13. Lanier. “The Contest to Be Most Meta.” In Who Owns the Future? (New York: Simon 
& Schuster, In., 2013), 195-196.
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The creative process is often incompatible 
with the effi cient process: experimentation 
and iterations take precedence over quick 
production. It is amongst this messy 
ineffi ciency that true innovation occurs. 
This series of  photos documents the 
model making process amongst the fourth 
year undergraduate landscape architecture 
studio, lead by Sarah Cowles and Nick 
Glase, in preparation for the opening of  
the studio’s exhibition ‘Bigger Darby’ in 
Knowlton’s Banvard Gallery. The images 
are the product of  time lapse overlays, 
revealing continuous yet segmented 
motions -  a collapsed visual measure of  
effi ciency.

VISUAL EFFICIENCIES
Wesley Cogan
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Original images by Christopher Watkins
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In fact, that lifestyle is for everyone...

Once Jim sits 
down he gets 
situated for 
work. He fi xes 
the lighting by 
maneuvering 
the mirror on his 
desk to catch the 
morning light that 
bounces off  a 
mirrored wall. 

Jim lives a life of ease. He drives into 
work, parks his car, and walks three 
steps to his desk. His world is one that 
creates the least work for his body so 
he may devote the most energy to work. 

LIFE 
OF 
JIM

Gentley Smith 
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He next sends out the morning “To Do” list to his co-worker 
sitting next to him. The fax sends and he soon hears the 
“BRRRING!” that confi rms ts receipt. 

Lunch Time! 
He places 
an order and 
seconds later his 
burger arrives. 
It conveniently 
comes on the 
stand so he may 
intake his energy 
and continue 
his work with 
minimal exertion.

While tossing 
his napkin in the 
nearby shoot, 
Jim muses how 
much he hates 
napkins. Their 
ineffi  ciency 
always puzzles 
him. He begins 
to dream of 
more eff ective 
ways to wipe 
ones mouth and 
hands.
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Now for the requested sketches… Jim grabs a pencil 
from his desk and begins to draw.

Oooooo Jim dropped it!!! 
It looks pretty far away…

Oh well… Jim must 
continue his work. He has 
plenty more pencils where 
the fi rst one came from.

Jim works furiously. He 
has wasted too much time.

Another one falls...
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Jim has never 
had to get a 
pencil off  the 
ground. He 
doesn’t even 
know where 
to begin. It’s 
taking too 
much time to 
fi gure out the 
most effi  cient 
way.

Five 
minutes 
later....
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One hour later....
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The distress! How can a world 
of so much organization 
become so disorganized?! Jim 
doesn’t know what to do. The 
world he lives in has taught 
him that effi  ciency is all he 
needs to rely on. This has 
inhibited him from making the 
decision to bend down, put a 
little strain on his body and 
pick up his pencil. His brain 
is wild with frustration. Jim is 
unable to cope.



.40

Issue 008

Right now, Google and Apple are competing to introduce the fi rst 
successful smartwatch. They intend it to be a more convenient 
instrument than the smartphone—something to be worn rather 
than carried. This expansion of  smartness from the phone to 
other devices was not unexpected. Estimates vary, but some have 
predicted that by 2020, our world will be populated by over 30 
billion smart objects: an “internet of  things” that will range from 
tattoos to smoke detectors.1 First comes the smartwatch. It may 
seem like a boring stopover on our way to the smarttattoo, but in 
fact this conscious mimicry of  the watch is an interesting moment 
in the history of  the smart object. 

The smartphone was poorly named. It performs as a phone, 
but it also performs as many other devices. A fl at, palm-sized 
object with a glass face and few dedicated buttons, it is closer to 
a pocket watch than it is to most of  the phones that came before 
it. That common form refl ects a common function: both objects 
were designed to be kept in a pocket or purse and held in the 
hand, where their data outputs can be consulted and their toggles 
manipulated. Most of  a smartphone’s data outputs are likely texts, 
email, and calls. Their abundance is misleading. Cell phones had 
already given us those features, the smartphone assumed them 
as a matter of  course. Like the watch before it, the smartphone 
is revolutionary in its capacity for measurement and its ability to 
order the world.

TO MEASURE AND BE MEASURED
Ian Mackay
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Timeliness Is Next to Godliness

The days of  rural people are measured by natural events: daybreak, 
sunrise, high noon, sunset, darkness; and the pace of  their activities 
is governed by the cyclical needs of  the animals and plants that they 
tend. The demand for an alternative means of  time measurement did 
not emerge from the clods—it came from heaven.

In tenth century Europe, monastic orders sought to organize their 
earthly endeavors around a spiritual life. They created timetables 
to ensure a uniformity of  practice and observance among their 
members in all activities. The most important of  these was collective 
prayer. The monks believed that simultaneity enhanced the potency 
of  prayer, making punctuality crucial.2 If  anyone were to be late, the 
multiplication of  devotion would be reduced; if  many were late, the 
divine offi ce might have to be cancelled altogether, lest it disrupt 
more of  the timetable. This led the monasteries to develop alarms to 
remind their members of  their spiritual duties. Bells called the monks 
not only to pray but to eat, sleep, and work. 

The bell-ringers used clocks to measure the time allotted between 
alarms. These clocks were located in or near bell towers, but there 
were no faces or dials to prominently display their measurements. 
They served only to reinforce the order of  the timetable. 

Effi  ciency Is Godliness

Bells governed the work of  monks, and by the fourteenth century, 
they also governed the work of  lay people. At fi rst, the clocks that 
employers and municipalities used to keep the time of  the work bells 
were, like those of  the monastery, faceless. This created a dilemma 
for workers:

Consider the nature of  the wage contract: the worker was paid 
by the day, and the day was bounded by these time signals. The 
employer had an interest in getting a full day’s work for the 
wages he paid, and the worker in giving no more time than he 
was paid for. The question inevitably arose: How did, indeed 
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The invention of  the chiming tower clock helped to mollify 
the laboring classes. It chimed at regular intervals—hour, half  
hour, and quarter hour—introducing some transparency to the 
measurement of  the workday and thereby limiting opportunities 
for abuse. The appearance of  the dial further democratized the 
measurement of  time: anyone within sight of  the tower could 
verify it on a continuous basis.

By the fi fteenth century, technological advancements enabled the 
manufacture of  clocks that were small, affordable, and portable. 
They were no longer limited to the conspicuous consumption 
of  the very wealthy. Once the clock became movable, it was only 
a matter of  time before it was further miniaturized to become 
wearable as a watch. The individual’s ability to measure time 
irrespective of  his location had profound consequences: he could 
order his own life and work, setting alarms and appointments. He 
was no longer dependent on the communal metrics of  the past: 
the cry of  the night watch, the bell of  the church, or the tower 
clock in the town square. But that greater personal autonomy 
was subject to new societal expectations, embodied in what 
social scientists call time discipline. Punctuality and lateness were 
invented with the clock and reinforced by the watch. One is a 
virtue, the other a sin. If  a man can know the time, he is expected 
to obey it.

In Discipline and Punish, Michel Foucault explains the implications 
of  the shift from timetable to time discipline:

how could, the worker know whether bell time was honest 
time? How could he trust even the municipal bells when 
the town council was dominated by representatives of  
the employers?...It was not the work bells as such, then, 
that were resented and mistrusted, but the people who 
controlled them.3 

The principle that underlay the time-table in its traditional 
form was essentially negative; it was the principle of  non-
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With the proliferation of  precise time measurement devices, it 
was no longer God, but men who counted time. The time-keeping 
individual had access to a “theoretically ever-growing” power. The 
ability to conjure inexhaustible resources from nothing made him 
like the Creator; and the realization of  this potency must have been 
accompanied by a heady confi dence. As one 15th century Spanish 
merchant wrote: “In the morning when I get up the fi rst thing I 
do is think as though to myself: what am I going to do today? So 
many things: I count them, think about them, and to each I assign 
its time… He who knows how not to waste time can do just about 
anything; and he who knows how to make use of  time, he will be 
lord of  whatever he wants.”5  

Heaven on Earth

The pursuit of  maximum effi ciency became possible with the 
invention of  the clock, however, for most people, the ideal 
remained elusive. As a concept, effi ciency is essentially comparative 
and inherently technical. To determine the effi ciency of  some 
process, one must fi rst identify the relevant inputs and outputs. 
Then one must measure those inputs and outputs, so that they 
can be converted to units that enable a comparison to some other 

idleness: it was forbidden to waste time, which was 
counted by God and paid for by men; the time-table was 
to eliminate the danger of  wasting it—a moral offence 
and economic dishonesty. Discipline, on the other hand, 
arranges a positive economy; it poses the principle of  a 
theoretically ever-growing use of  time; exhaustion rather 
than use; it is a question of  extracting from time, ever more 
available moments and, from each moment, ever more 
useful forces. This means that one must seek to intensify 
the use of  the slightest moment, as if  time, in its very 
fragmentation, were inexhaustible or as if, at least by an 
ever more detailed internal arrangement, one could tend 
towards an ideal point at which one maintained maximum 
speed and maximum effi ciency.4 
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process or benchmark. A proper evaluation requires tools that 
can precisely measure the inputs and outputs, lest the comparison 
be inaccurate. The clock and watch were fi ne gauges of  time, but 
instruments that measured other aspects of  the world were harder 
to come by.

For most of  history, big institutions were the only entities with 
the means to effectively pursue maximum effi ciency. Industrialists, 
especially, had a great interest in extracting ever more useful forces 
from time and labor, and they also had the resources to create 
and deploy the sophisticated measurement devices that would 
guide their search for these forces. At the turn of  the twentieth 
century, the work of  Frederick Winslow Taylor prompted the 
spread of  time-and-motion studies that utilized a timekeeping 
device and a camera to measure the effi ciency of  workers on 
assembly lines. Like the early, faceless clocks that dictated the 
bounds of  the workday, these tools were used to manipulate the 
masses, who resented them. The benefi ts of  any realized effi ciency 
went to those who already wielded great power. The rest would             
have to wait.

Equipped with multiple sensors, cameras, GPS systems, internet 
connection, and powerful computing ability, the smartphone is 
exceedingly smart. Unlike the watch before it, the smartphone is 
able to measure a variety of  phenomena, thereby democratizing 
the pursuit of  maximum effi ciency. Anyone who owns a 
smartphone becomes a moving data collection and dispersal 
terminal—pumping out a constant fl ow of  information about the 
world. This alone is useful. But, as with the prayers of  monks, the 
true potency lies in the multiplication of  devotion. The network 
behind the smartphone ensures a simultaneous, collective devotion 
that is reshaping our world. 

The emergence of  what economists have named “the sharing 
economy” illustrates the shift wrought by the smartphone.6 This 
economy, rather than manufacture more assets for individual 
consumption, seeks to extract greater value from assets that   
already exist:
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Underlying the sharing economy is the same radical principle that 
Foucault defi ned: a theoretically ever-growing use of  the spaces 
and objects around us, which, in their infi nite fragmentation, 
become inexhaustible. This is an attractive world for people with 
inexhaustible appetites. Like the fi fteenth century merchant, it seems 
we can be lords of  whatever we want, if  only for a few moments. 

And yet, our time in the sun may prove to be even briefer than that. 
As with the watch before it, the greater personal autonomy offered 
by the smartphone and its descendants is subject to a new discipline. 
At the same time that a man with a smartphone measures the world, 
he is measured. The data he collects and generates is not for his 
use alone. Big institutions, be they governments, law enforcement 
agencies, or corporations, want and increasingly get access to this 
data.8 They know the value it contains, and like the turn of  the 
century industrialists, they are well-equipped to exploit it. As the 
internet of  things expands, these big data aggregators will approach 
a technological omniscience that will ensure their omnipotence: our 
new gods. Individuals, on the other hand, will come to be like the 
assets that we “share” today: not singular beings but assemblages 
of  infi nite data points, from which ever more useful forces can be 
extracted. This is our dream of  maximum effi ciency.

Ridesharing companies such as Lyft, Sidecar, and, in some 
cities, UberX, own no cars themselves. Instead, they sign up 
ordinary car owners: when you need a ride, you can use their 
apps to fi nd a driver near you and ask to be picked up… 
Airbnb now features more than three hundred thousand 
listings from people making their apartments and homes 
available for shortterm rentals. RelayRides and Getaround let 
you rent cars from their owners (rather than from Hertz or 
Avis). Boatbound offers boat rentals, Desktime offi ce space, 
ParkatmyHouse parking spaces. SnapGoods makes it possible 
for people to borrow consumer goods from other people in 
their neighborhood or social network. It may not be too long 
before you’re able to pay to sit in a stranger’s living room and 
“share” his home theatre.7 
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The state of  Louisiana loses a football fi eld of  land every 15 minutes, 
which accounts for 80% of  the nation’s coastal wetland loss. This 
staggering disappearance is largely due to human and natural 
disturbances such as levee construction, canal dredging, hurricanes, 
and rising sea levels. In response, state and federal governments 
have passed numerous acts in order to mitigate the processes in 
play and in turn grow land. But land will continue to be lost as the 
geomorphological processes grow insurmountable. It is crucial for 
the efforts to maintain and reclaim these lands to achieve maximum 
productivity with minimum wasted effort or expense. A current 
strategy called bay bottom terracing utilizes backhoes anchored to 
barges to push and shape existing sediment. The resulting forms 
harbor wetlands and marshes, which in turn trap additional sediment as 
it enters the Mississippi River Delta and ultimately build land.

Bay bottom terraces created according to existing methods appear as 
oddly rectilinear forms, clone stamped across the delta and limited by 
the motions of  the tool which creates them. Arguably, this strategy is 
‘effi cient’ in terms of  distribution: the barge travels in a linear trajectory 
which is both cost and time effective. But should this effi ciency of  
distribution be the sole driver of  the enterprise? Bay bottom terracing 
is a prolifi c method of  land production on the coast. Is it possible 
to improve bay bottom terracing with simple interventions, while 
maintaining its effort and expense effi ciencies? 

As Martin Ruess stated in The Art of  Scientifi c Precision: River Research in 
the United States Army Corps of  Engineers to 1945, ‘The technologies to 
control river (coastal) fl ow have not changed fundamentally for ages. 

INEFFICIENCIES OF THE MISSISSIPPI 
RIVER DELTA
Wesley Cogan 



.50

Issue 008

Bay bottom terracing

They include dams, levees and fl oodwalls, bank revetment, jetties, 
channel stabilization, and dredging. The emphasis is on the effective 
application of  existing technologies; the innovation usually is in 
the details.’ Ruess suggests that river control technologies are not 
progressing – and perhaps the key to innovation is an emphasis shift 
from macro to micro scale. 

DredgeFest Louisiana, a symposium, fi eld expedition, and speculative 
design workshop about the human manipulation of  sediments, was 
held by the Dredge Research Collaborative in January 2014 on the 
Louisiana State University campus in Baton Rouge. Participants 
challenged existing sediment control technologies by designing new 
methods and comparing their effi ciencies. The workshop ‘Hybrid 
Morphologies’ lead by Alex Robinson and Richard Hindle focused 
specifi cally on the bay bottom terracing practices occurring in two 
sites: Vermillion Bay and Pecan Island. Participants explored alternative 
terracing practices through a highly generative process, pairing the 
physical modeling of  sand with digital analysis through Grasshopper. 
The typical terracing process utilizes a simple tool, a backhoe attached 
to a barge which moves linearly. Workshop participants quickly 
developed and fashioned new ‘tools’ out of  chipboard, foam core, 
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and wooden dowels, and then tested these tools against the properties 
of  sand in miniature sandboxes. The sand modeling explorations 
worked amongst the constraints of  the linear barge trajectory, while 
experimenting with alternative terrace forms and patterns.  The 
resulting sand model forms were then 3D scanned, generating a 3D 
Rhino model that could be analyzed utilizing Grasshopper scripts. 

The formations were tested on measures of  slope percentages, surface 
area, and wave and wind exposure. In all cases the new methods 
proved more effective in land building than the current rectilinear 
forms. The newly developed forms, although visually complex, would 
take a comparable amount of  effort in terms of  barge operation and 
time needed. The generated forms would provide a greater surface 
area than current strategies, allowing for increased vegetation density 
and improved structural integrity. The workshop concluded with 
the consensus that a simple technology change, at no expense to the 
internal effi ciency of  the Army Corps of  Engineers, would greatly 
increase the production of  land. 

Although the current practices of  bay bottom terracing may 
produce results in a manner internally effi cient to the Army Corps 
of  Engineers, the more signifi cant effi ciency is that of  the resulting 
system. Further exploration may lead to resulting forms which develop 
stable land at faster rates. Such interventions will help defi ne a more 
robust geomorphology for the future of  the Mississippi River Delta.

Notes 

1. Brett Milligan, “Marsh Terracing, Wetland Glyphs,” Free Association Design (blog), 
February 23, 2011, http://freeassociationdesign.wordpress.com/2011/02/23/marsh-
terracing-wetland-glyphs/. 
2. Davis-Wheeler, Clare. Tulane University, “Louisiana Coastal Land Loss.” Last 
modifi ed July 1, 2000. Accessed March 10, 2014. http://www.tulane.edu/~bfl eury/
envirobio/enviroweb/LandLoss/LandLoss.htm.
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Willoughby Incinerator, Image 
Courtesy of Mati Maldre



.53

One : Twelve

DISGUISE IN ORDER TO SELL:
WALTER BURLEY GRIFFIN AND 
MARION MAHONY
Levi Bedall

Sometimes the public isn’t ready for change, no matter how benefi cial 
it may be (windmills and solar panels only populate small parts of  the 
world). But there is a simple solution: deceive the public. The ultimate 
effi ciency is disguise. Hiding from what it is, resembling what it should 
be, a disguise jukes confrontation in favor of  conformation. It is what 
you want it to be. Whether designing for competitions or organizations 
there is always a fl uctuation of  desires between the client and designer. 
The disguise displays what others want to see while a different ambition 
lays behind. However, most people assume that architecture is immune 
to falsity. A house is a house. A parking garage is a parking garage. Most 
people assume a building is honest in its image, and they should: why 
would a building present a false identity? There is no reason to build a 
false image. Or is there? Walter Burley Griffi n and Marion Mahony built 
works that were disguised in order to sell. 

Walter Burley Griffi n and Marion Mahony’s fi rst design in disguise was 
their winning competition entry for the Canberra capital. But prior to 
Canberra, Walter Burley Griffi n and Marion Mahony worked for Frank 
Lloyd Wright in Chicago. Marion Mahony was the second woman to 
graduate from MIT, and the fi rst woman to be a licensed architect in the 
US. She was a skilled draftswoman and renderer.1 Her drawing style was 
adopted by Wright, becoming part of  his identity, and now represents 
the Prairie style in general. Walter Griffi n was also a great designer and 
draftsman. Griffi n designed with the intention of  building. He is known 
as taking site conditions and cost into careful consideration. After leaving 
Wright’s offi ce, they married and formed an offi ce together in 1911.2 
Griffi n’s practical interests paired with Mahony’s drawing skills made for a 
talented offi ce. 
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In 1911, Australia hosted a competition to design Canberra. After 
becoming a commonwealth in 1901, Australia needed a capital city to 
house the government and military buildings, and more importantly, to 
establish Australia as a successful, modern country. While competitions 
always elicit disguises in a certain sense—submissions have to look 
impressive—the Griffi ns’ drawings went a step further than simply 
“impressing.” The sections and elevations were on stretched-fabric, 
mounted on hinged wooden panels, and when assembled were 20 
feet long. The plan of  Canberra was drawn in sepia tones and was 
also on stretched canvas.3 The packaging places these drawings more 
as works of  art, or paintings, then as architectural plans for a city. 
The drawings’ ability to convince the judges may be acting more as 
seducer, convincer, or attractor than clarifi er. In reality, the plan has 
nothing to do with the stretched canvas drawings, those are art. The 
plan rather has to do with Griffi ns’ “Federal Capital Report:” the 
logics. In Griffi ns’ “Federal Capital Report,” the rhetoric was not based 
on subjective decisions. The report relied on logical diagrams and 
arguments. Program diagrams explain adjacencies, and topographical 
analysis explains waterways, monuments, and neighborhoods.4 

Some people believe the extravagant nature of  the Griffi ns’ drawings 
was a key component to their winning.5 True, the drawings for 
Canberra were seductive, but the logical argument was just as 
important. Another possible reason for the Griffi ns’ win is that King 
O’Malley, the man with the fi nal decision on the winner, was also 
believed to be American. The idea that O’Malley may have selected the 
Griffi ns’ design for their nationality, not their plan, is still debated.6 The 
point is that in competitions there are many factors, but representation 
of  ideas may be the most important and potentially the most deceptive.

The Griffi ns arrived in Australia in 1914, only to fi nd themselves with 
little authority over the project; they were eventually forced to resign in 
1921. The Federal Capital Advisory Committee adopted Griffi ns’ plan, 
so Canberra resembles Griffi ns’ design, but the Griffi ns themselves 
were pushed out of  the process. The Canberra plan was fruitful 
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nonetheless: it brought enough commissions for the Griffi ns to set-up 
offi ce in Australia. The capital plan had launched the Griffi ns to instant 
fame. But when the stock market crashed in 1929, the partnership with 
Reverberatory Engineering and Incinerator Company (REICo) became 
the Griffi ns’ only source of  work. The partnership, which stemmed 
Leonard-Kanevsky’s (the owner of  REICo) commission of  the Leonard 
House Offi ce Building, lasted from 1929 to Walter Griffi n’s death in 1937 
and resulted in 13 built incinerators.7  

Hindmarsh Incinerator, Image Courtesy of Mati Maldre
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The incinerators mark the second period of  disguise for the Griffi ns. 
The exterior was important in making the buildings “fi t-in,” not the 
functioning of  the incinerator. The exterior became a thin veil which 
simply protected the inside—the incinerator. For Kanevsky, the question 
was “how to get these incinerators built?” They were needed: unsanitary 
living conditions were caused by trash buried in holes that seemed to be 
multiplying.8 But times were hard and the public was reluctant to change 
their ways. Making the building appealing both soothed the sale and the 
town a building they could be proud of.

The separation of  the walls from the workings allowed the Griffi ns to 
design any way they wanted. One category of  incinerators was “house 
like.” Essendon, Kuring-Gai, Waratah, Brunswick, Willoughby, and 
Randwick all have a pitched roof  and the chimney ranges from quaint 
to monumental. The second type of  incinerators are more “box like.” 
Pyrmont, Hindmarsh, and Canberra are all composed of  box volumes. 
Perhaps Griffi n was being infl uenced by the international style, or 
maybe since the incinerators were being placed further away from 
neighborhoods, Griffi n had more freedom to make the incinerators 
prominent “castles.” 9 

Ipswich Incinerator (Left), Image Courtesy of Mati Maldre
Canberra Incinerator (Right), Image Courtesy of Mati Maldre
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Essendon Incinerator, Interior, Image Courtesy of Mati Maldre

Essendon Incinerator, Image Courtesy of Mati Maldre
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The Griffi ns use of  disguise was purely aesthetic. The disguise 
made art out of  the Canberra plan and it put false buildings on the 
incinerators. While the architect is part of  a larger vision—to create 
a modern functioning city and to build modern amenities for the 
public—the architect also has the responsibility to blind the public so 
they will accept radical changes. The Griffi ns used an artistic disguise 
which was sure to win-over the viewer. Effi ciency as an end, i.e. as 
“advancing society,” may not always be the best argument. In these 
cases a disguise can come in handy. It can deceive the client to make 
both parties happy. Walter Griffi n states:  

The fi nal test of  modernism is the replacement of  
industrial eyesores with public amenities. During the 
seven years of  depression whilst industrial growth 
had stopped, I fortunately found a fi eld in which the 
architect could help allay the suspicious fears and 
political animosities suffi ciently to enable a dozen 
municipal authorities to determine upon sites within 
their boundaries for replacing dumps and other 
unsanitary incineration in monumental buildings. It 
has been intended in these buildings also to awaken an 
aversion to the fundamentally uneconomic conditions 
of  industrial ugliness.10
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MY RECYCLED BODY
Christian Golden

Prologue // In an act of radical effi  ciency (and disparate need of water) one must tear 
apart and reassemble his God given body into a prosthetic-like machine, otherwise 
known as the Salvaged Corpse(!).  Although the Salvaged Corpse can be assembled, 
reassembled, and disassembled in a variety of diff erent amalgamations, the one 
shown envisions the process of getting a drink.

Scene 1 – The Messenger //  The Brain, a complex organ at the center of each of 
decision, painstakingly types away. As an architect, it has no moment to spare for the 
arduous task of getting a drink of water.  In the midst of making numerous calculations 
for a rendering, the brain sends a jolt of electricity to the heart...
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Scene 2 – The Motor // After receiving the brain’s request for water, the heart 
immediately activates the clenching mechanism located at the not too far off        
water fountain.
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Scene 3 – The Source // As the hand, held up by an inessential leg, aimlessly 
triggers the water fountain, water begins to shoot out.  Collecting the water is the 
pelvic bone. It is lodged between the station and the adjacent wall.  Once the 
water has gathered at the base of intestinal tube connected to the pelvic bone, the 
transportation phase begins. 
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Scene 4 – The Transport (also reference second image) // Once enough water has 
gathered, the lungs begin to suck the water back towards the brain.  Acting as a 
pump, the lungs remove all air from the intestine tubes, creating a vacuum that pulls water 

to the motor station and fi nally to the brain.  At the expense of one millisecond, thirst-
quenching hydration is achieved.  
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GOING WITH THE FLOW
Stephen McNamara 

The act of  moving is inherent to our bodies. Although it is so rooted 
in our way of  life, its complexities are overlooked. Like any animal, we 
move in patterns driven by our conscious and subconscious awareness. 
An observer can easily become aware of  tendencies that drive this 
everyday process since they are abundant and distinct. Movement can 
be diagnosed, basing its decisions on two categories, effi ciency and 
comfort. This is of  no surprise since the notion of  what’s rational 
versus what’s instinctual effects every decision we make. While we plan 
the fi rst (calculating time and speed), the second is far more interesting 
because it reveals the habits that defi ne how we move.  

When walking down a path we prefer a side, usually the right (I wonder 
if  in England they prefer the left). Rarely do we walk confi dently 
down the center, dominating both lanes of  traffi c. That would create 
problems, like the awkward dance of  meeting someone head on. As 
if  a mirror has been placed before you, every step you take, he takes 
the equal and opposite. Despite repeated failures, you persevere, until 
fi nally, after the uneasy “sorry,” you both can proceed. The mind 
begins to build these ‘rules of  the road’ to make travel more effi cient. It 
is these instincts that set-up the parameters for our movement. When 
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we are alone, our pattern is the most basic, defi ned by its consistency. 
It then becomes adjusted to those around us. Every person added 
is another variable that effects our pattern of  movement. The mind 
silently observes, registering the conditions of  the site.  It is capable of  
‘correcting’ problematic situations, for instance, subtly slowing down 
or speeding up to prevent a collision at an intersection. Always striving 
for fl uidity.   

If  we as architects don’t design with our behavioral patterns in mind, 
our spaces will fail. Effi ciency is the rational, but effi ciency will 
lose to comfort. The most effi cient way to make a path is a straight 
line, however, make that line too long, or too boring, and it creates 
discomfort. We get uneasy, feel like we aren’t moving forward. It may 
be logical, but that does not mean it will be successful.  Modernists 
thought that large open spaces would free the city. Their dream was a 
utopia, but our habits are not ideal. We feel vulnerable in large vacuous 
spaces. Like being stranded in the ocean, your mind panics, incapable 
of  picking up messages within the landscape. We gravitate toward 
edges because they ground us and provide a condition to move along. 
The most ineffi cient spaces are those that lack a direction or a pull. 
Movement needs to be guided, architecture should provide the clues. 

Architects are losing control of  movement. Contemporary architecture 
breaks fl uidity with the abuse of  the elevator. The stair used to be 
celebrated, setting up a current through the building. The circulation 
was a choreographed show. A grand stair would great you upon 
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entering, branching off  and becoming more specifi c as you moved 
along the route. Currently, the center of  buildings is the elevator 
core, but instead of  unifying, it fragments. Floors become a standard 
environment, a one size fi ts all world, which needs signs to give 
direction.  

Now, as an observer, the solution I fi nd most potent is the grid. It 
can articulate a space without confi ning it. It can be deployed at any 
scale and dimension. It effi ciently solves problems. By breaking down 
scale to relatable environments, spaces become more easily assessed. 
A plaza with one continuous expanse of  payment will feel different 
than one made of  cobblestones. The same idea is seen in European 
Piazzas, where distinction within the space is created with a different 
type of  stone. The articulation provides local conditions to operate 
within.  Your eyes focuses on the edge of  a smaller space, instead of  
the whole. Effi cient spaces operate most successfully in fi elds. They 
establish a system without the constraints of  hierarchy. Take a grid of  
trees for example; it both establishes and resents order.  The points 
create boundaries within the space, without the feeling of  constraint. 
The trunks visually defi ne edges of  pathways, while not limiting it to 
a pathway (Figure 1). The fl exibility allows any type of  movement to 
happen.  Similar to the grid of  Manhattan, there are many routes that 
can be taken and all have the same effi ciency (Figure 2). A grid is a fi eld 
at its simplest form, but the systems can be built up in order to create 
different levels of  specifi city. A fi eld can provide the balance needed 
between comfort and effi ciency. 
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Figure 1

Figure 2
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 Et in Suburbia Ego: José Oubrerie’s Miller House
Panel Discussion 

The Issue Image

Photo by: Phil Arnold

With the release of Et in Suburbia Ego, a collection of 
essays on José Oubrerie’s Miller House, a group of critics 
spoke about their essays and shared their thoughts on the 
beloved Miller House. From left to right: Todd Gannon 
(editor and moderator), Douglas Graf, Jeff ery Kipnis, José 
Oubrerie, Michael Cadwell, and John McMorrough.


