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PART 1

ABSTRACT

What ever happened to the people who lived, met, played and
acted inside of buildings? When did architecture begin to stifle their
creative capabilities and treat them as simple creatures of habit; as
subsidiary to space rather than indispensable in the creative definition
of space? While we have witnessed during the 20% century the
construction of more buildings than any previous centuries, the place
occupied by critical and compelling architecture continues to dwindle.
Favouring facile formal and material manipulations, architecture today
appears to have jettisoned its core values as a principally social and
collective art form. The proposal for a scenaric architecture is one that
attempts to re-discover architecture’s beauty and power as an instigator
of new spatial and social conditions by proposing to frame the users of
buildings as active and essential actors in the creation and enactment of
the events and actions that take place within architecture. Leaming from
the theatrical and cinematic orchestration of space, it is an attempt to
mobilize a wide range of scenographic elements and techniques to script
narratives and scenarios in space. It is the project for an architecture that
questions, through interactive and imaginative spaces, whether or not
we might propose new ways of interacting, intervening and altering the
world around us.



To all those who see beaches under paving stones

and forests behind drywall.



PART 2

PREAMBLE

“The archdeacon gazed at the gigantic edifice for some time in
silence, then extending his right hand, with a sigh, towards the printed
book which lay open on the table, and his left towards Notre-Dame, and
turning a sad glance from the bock to the church,—’Alas,” he said, ‘this
will kill that... [Alas!] small things come at the end of great things; a tooth
triumphs over a mass. The Nile rat kills the crocodile, the swordfish kills
the whale, the book will kill the edifice’

[.]

It was a presentiment that human thought, in changing its form,
was about to change its mode of expression; that the dominant idea of
each generation would no longer be written with the same matter, and
in the same manner; that the book of stone, so solid and so durable,
was about to make way for the book of paper, more solid and still more
durable. In this connection the archdeacon’s vague formula had a
second sense. It meant, “Printing will kill architecture”

Architecture will no longer be the social art, the collective art, the
dominating art. The grand poem, the grand edifice, the grand work of
humanity will no longer be built: it will be printed.

And henceforth, if architecture should arise again accidentally, it
will no longer be mistress. It will be subservient to the law of literature,
which formerly received the law from it. The respective positions of the
two arts will be inverted.”
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PART 3 - PRELIMINARY STATEMENT

AVANT-PROPOS

In many ways, this project stems from the surprising discovery
of previously unnoticed and underlying organizing structures within
the architectural projects I had produced during my undergraduate
studies. The mandatory introspection of the small body of work I had
amassed over the years, indeed revealed the presence of a systemic
and reoccurring architectural attitude in respect to the nature and
role of the users of architecture. While a quick sweeping glance of the
projects highlighted the presence of a healthy and eclectic exploration
of architectural languages and trends, upon closer inspection - once
the ‘form’ of the projects had been abstracted to reveal their true
‘content - a clear and defined unifying thread began to emerge that

seamlessly interlinked all the projects

Suspended in space and now rendered visible, a series of characters,
settings, supporting elements and episodes all emerged that appeared
to transcend the various projects and outline the basis of a continuous
and encompassing literary and narrative exploration. Here, the users of
these buildings seemed to be part of a layered and intertwined series
of anecdotes and actions that had more to do with the construction
of a series of short stories or novellas than of traditional architectural
configurations. Furthermore, the resulting array of techniques used to
spatially translate these stories into material configurations also began
to unlock multiple links between these episodes and the architectural
structuring of events and actions that could be observed in plays or
movies. The architecture of these projects was hence beginning to
be effectively used as a coagulating agent crystallized in a series of
scenarios and stories in space,” while serving as a vehicle for new social

interactions, collective events and situations.

There, an alcove in a wall presented itself as the ideal place for
lovers to embrace in a park; here a writer would be able to escape to a
secret room within his house, sheltered from all distractions, to work
on his latest manifesto; over there a curious museum curator would
be able to use a series of devices and machines to constantly change

the location and layout of exhibitions almost over night and surprise
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returning visitors; elsewhere, a set of apparently haphazard shapes at
the entrance of a church incited nearby skateboarders to mingle with
the elderly clerical community and create new social interactions; or
somewhere else, a series of apple and pear trees were planted in the
parking beneath a daycare so that the crowns of the trees could pop
out into the open sky and, within arms length of the children, to offer

bountiful snacks at recess.

While the actions that these characters performed in space seemed
at times to subvert the very meaning of the architecture above it, upon
closerinspection thisunderlying content - sometimes at the start, totally
independent from the specific architectural projects at hand - remained
fundamentally responsible for the final formal and spatial outcome of
each project. Around each imagined story, a series of architectural
elements were spatially orchestrated that materialized these events and
actions and anchored them in space. In a way, these narratives, scripts
and scenarios were embedded within surfaces and became hidden
mechanisms that informed possible human relations and actions that
led to the creation of previously unimaginable, stimulating and vibrant
architectural spaces. The architecture in some way was a kind of Trojan
horse through which the exploration of new, inventive and fantastic

scenarios were being slipped into the fabric of reality.

While some might argue that these explorations were perhaps
unrealistically linked to purely literary explorations and naively
utopian as they feebly depended on an assumed and fundamentally
unpredictable response from their users, the following thesis will
certainly argue that the arrangement and scripting of moments in space
conditioning certain human interactions is however, and always has
been, one of architecture’s primordial, if not essential, responsibilities.
Indeed, if recent history appears to have galvanized architecture’s
gradual shift away from its core values as a collective and social art,
towards that of a geometric and tectonic art, the current project is a call
for the re-exploration of an architecture capable of designing new ways

of living, collectively interacting and imaginatively acting in space.

If we agree upon the fact that we all inherently long for stimulating
events and ways to interact with one another in the spaces that shape
our daily environments, then surely we can envision new architectural
explorations that aim to collide a multitude of exciting scenarios
together and enable our creative faculties to be prompted daily. Taking
on this issue therefore, invites us to pose the question of whether or

not we may begin to learn from the worlds of theatre and cinema and
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the scenographic devices and methods they use to generate spaces that
translate imaginative and poetic literary functions into fundamentally
real spaces? Can we imagine an architectural project able to supplement
the unavoidable architectural considerations of structure, envelope and
function to propose other more ephemeral constructions of ‘events’,
‘scenes’ and ‘situations’ that directly involve users and provide an
escape from the mundane and generic built environments that have
come to condition our lives. Transcending notions of ‘aesthetic’, ‘formal’
and ‘functional’ concerns, can we explore architecture that delves into

notions of ‘experience’, ‘interactivity’ and ‘fun’?

Scenaric architecture will offer a discursive exploration into the
practices of architecture that focus on the construction of actions,
narrative functions and participative events through a scenographic
staging of space. Through historical precedents and speculative
projects, the project will investigate methods of creating spaces that
borrow from the fantasy and liberty of theatre and cinema to create
plausible and realistic conditions that spark curiosity and invite users
to become the participants and creators of new scenarios in their
built environment. Ultimately, it is the project for an architecture that
provokes a new consciousness, leads to new ways of projecting one’s self
in space, prompts new ways of acting in space and actively questions

the types of events and actions architecture may program.
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PROSCENIUM
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PART 4 - EXPOSITION

DEFINING
SCEN-AR"IC

SCRIPTING SCENARIOS IN ACHITECTURE THROUGH SCENOGRAPHY

From the onset, the term scenaric appeared as a way to frame
the current research and its goal in finding methods of scripting

particular sets of actions in space. As a contraction of the reciprocal

the slight syntactic shift would further eliminate possible confusions
with the notion of the ‘scenic’, now commonly associated to the realm
of the picturesque and landscape architecture, while also actively re-
project. While avoiding to specify the following in too much detail,
understanding both terms, and the particular angle through which they

are framed, will reveal itself to be useful.

........

........

to communicating the settings and time of a text, scenography is also
challenged with rendering visible much more abstract literary concepts
such as human emotions, thoughts and psychological interactions. It
is the actualization of fundamentally unreal spaces through an array of
spatial constructions, communicative techniques, ephemeral elements
and the orchestration of objects within a scene. While historically tied to
the delimitations of the theatrical stage, today the exercise of scenography
has in many ways transcended its original limitations. Breaching the

...............

hall, scenography in contemporary explorations has taken a much more
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liberating approach inregards to its core mandate of literally writing scenes
in space. Through radically new types of interventions, scenography has
become a field directly focused on the scripting of human experiences and

their insertion into public space and to much greater audiences.

of scenography to respond to the challenges typically reserved to
the realm of architecture and propose new spatial solutions to these

as new unfixed spaces embedded with scenographic properties
that would be able to generate new events and actions in cities or
architectural spaces. Jonathan Hill® describes a constructed situation
as “a short-lived event or performance with a number of props in
which the users are also the designers and builders® Replacing the
traditional axioms that defined architectural space as fixed, localized
and experienced by neutral users, Debord effectively unlocked the
possibility of new participatory, interactive, temporal and ephemeral
spaces in architecture. Where up until this point, architecture had been
seen as the resclution of spatial and programmatic problems through
constructed and rigid spaces, Debord questioned the possibility for new
programs, events and functions to be constructed as more momentary
scenes or situations that simply tuned the existing fabric of space

through scenographic elements.

In addition, the notion of the user is seen here, for one of the
first times, as an entity also possessing creative powers and capable
of concretely defining and altering space through their personal
experiences. For Debord: “a constructed situation is not limited to
an integrated use of artistic means to create an ambience, however
great the force or spatiotemporal extent of that ambience might be.
A situation is also an integrated behavior in time. It is composed of
actions contained in a transitory décor. These actions are the product of

cevesuen

the décor and of themselves, and they in their turn produce other décors
and other actions.”” Actions that are temporarily grounded in the
construction of a scenic décor, are hence also able to instill in the users
radically new ways of seeing and inhabiting space that transcend the
initial experience® These constructed situations are meant to trigger
within individuals the realization of their creative powers on reality and
promote their subsequent imaginative re-framing of other instances and
situations within their lives. Architecture, in this context is capable of

becoming a powerful spatial agent that redefines peoples’ experiences
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of everyday life as it triggers behaviours that encourage imaginative,
creative, as well as subversive appropriations and manipulations of
their environments. This new conception of space is infused with the
latent aim to invest people with a new heightened awareness of their
environments; thereby inciting them to creatively rewrite scenes and
social narratives around them. For the moment however, let us further
advance the importance of scripting spaces through scenographic
devices, as a legitimate architectural approach to create new types of
events, spatial qualities, programs and collective situations.

The work Uwe R, Briickner® and his office Atelier Briickner informs
us of this possibility for scenography to yield spaces that also contain
deeper meaning and structural relation between objects and events in
relation to the users that inhabit the spaces. For Briicker, form is created
from content® and “[it is] here that scenography is capable of completely
making space itself into a narrative. At this place of questioning and
researching, of inventing and writing stories, the most poetic creations

»D)

of scenography are produced: their narrative spaces.” Space is therefore
seen as the formal result of a textual narrative content it hosts and that
scenography is capable of translating visually, materially and spatially.
As a result, new types of spaces are possible that are not dictated by the
traditional architectural tenets of form, materiality, enclosure, structure
and functionality, but that rather begin to question and investigate the
types of: ambiences, solicited reactions, interactions and behaviors that
the space may prompt. Contrary to the system of coded and repeated
architectural archetypes that are endlessly repeated today, through
scenographic interventions we may attempt to imagine how new
scripts can be inserted to modify and challenge the conventions of the
traditional program, function and use of spaces. For example, Atelier
Briickner’s project for the Westphalian Museum for Archeology, (2005),
emerges visitors in an acutely scripted narrative where the traditional
artefacts of the museum are placed in a fully functioning scientific
laboratory. Here, scenography serves as a cross-programing tool that
allows the museum to shed its traditional skin as a pristine controlled
gallery space to instead take on the appearance of a scientific laboratory
where a series of scenes encourage users to interact with artefacts, other
visitors and the architectural spaces thereby leading to new discoveries
and enabling users to personally curate their readings of the museums
collection. Pushing this scenographic cross-pollinating of program and
conditions to its extreme, contemporary art hints that we may even
begin to dream of the possibilities of buildings with beaches in atrium
spaces, rain in hallways, giant slides criss-crossing levels and tropical

rainforests between rooms.®
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could the literary narrative shed light on the organizing of events in
buildings, whether called ‘use’, ‘function’, “activities’, or ‘programs’?
If writers could manipulate the structures of stories in the same
way as they twist vocabulary and grammar, couldn’t architects do
the same organizing the program in a similarly objective, detached,
or imaginative way? For if architects could self-consciously use
such devices as repetition, distortion, or juxtaposition in the formal
elaboration of walls, couldn’t they do the same in terms of the
activities that occurred within those very walls? Pole vaulting in
the chapel, bicycling in the Laundromat, sky diving in the elevator
shaft?”® Tschumi advocates for the composition of buildings not
through formal ratios, proportions and stylistic orders but through
the manipulation, organization and sequencing of events and
actions that architecture has always fundamentally hosted but far
too often expressed a reluctance to use as a generative elements.
If architecture has always been a receptacle containing a series of
users acting out events in space, Tschumi asks us to question the
capability of architecture to begin altering and transforming the
structure of narratives that are actually contained within it. Could
we not perhaps start to shake the contents of buildings around a
little bit in order to investigate the possibility to collage, splice, split,
confront, re-assemble and re-frame the stories and characters that
live within buildings. The architectural design and manipulation of
the narratives that take place within buildings become for Tschumi a
powerful method of conceiving new types of spaces and architectural
typologies, but also, and perhaps more importantly, to begin to
question the way architecture may influence new types of power and
control mechanism in society.
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If we have begun to focus predominantly up to this point on the
powers of scenography to inform new spatial constructions and the
capacity of architecture to manipulate and compose these scenes, let us
now take a brief moment to explore the second part of the term scenaric,

the design and creative alteration of narratives.

At the core of a ‘scenaric’ approach to architecture also lies the
intrinsic aim to re-invest the users of architecture with greater powers
of appropriation and interaction with their environments. It is a project
that attempts to create environments where users and spaces are
put in relation with one another through a plurality of interlinking,
malleable and reflective narratives - or what we will now refer to as
scenarios.® While the word scenario has come to be rather prominent
and commonly accepted today in reference to a written outline,
providing the detailed accounts of movies or stage performances, it is
the embodied etymological roots of the word that we hope will emerge

through its use in this project.

Derived from the Italian language, scenario appears to have
stemmed from the lexicon of the Commedia Dell’Arte® as it began to
be identified in relation to the structure of a specific type of play. Before
referring to this and being assimilated in common language however,
the term scenario appears to have been innately referred to as the term
canovaccio. Translated as quite literarily ‘canvas’, or ‘that which is on the
canvasg’, the term referred to a broad set of stage notes attached to the
back of canvas décors.®’ As the Commedia Dell’Arte was fundamentally
rooted in improvisation and authorless texts, the canovaccio was not
meant to embody very precise textual instructions but rather, to loosely
frame a series of variants such as characters, stage movements, entrances,
exits and key plot twists that may take part in shaping the play.

In this project, scenario will thus be used in respect of these origins as
a means to explore the creation of a set of textual instructions embedded
within the surfaces of scenic spaces. These scenarios will not be fixed and
determinate, but rather open-ended and will call upon the improvisation
and appropriation from the users. The challenge at hand in the project
will be to create spaces that, through scenographic, elements incite the
users to perform or enact actions but also allows them sufficient room to

improvise or act in unpredictable ways.

The fundamentally authorless and open-ended quality of the
canovaccio and the use of the scenarios draws many parallels to the
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- ®Rolland Barthes  structures such as delineated by Rolland Barthes™ in his canonical

essay ‘The Death of the Author (1967). Barthes suggested that we

ssesresarsevenssansnree Geesessecsss see

explore the structure of a text as something that was no longer entirely
regimented by the hand of the author but rather as something that
accepted and demanded appropriation and multiple different readings

from its readers. While the role of the author as a ‘scriptor’ of more

]

Rolland Barthes  ‘performative’® nature has been richly explored in literary and artistic

e s e prhe productions, it is hoped here that the notion of the scenario in this
project will lead to an architectural exploration with much less didactic
and unyielding building-user relations.®

This plurality of open-ended scenarios furthermore resonates

Postmoderne (1979) as the creation of new types of mini-narratives. For
Lyotard, the advent of post-modernism is characterized by a society
where “[we] no longer have recourse to the grand narratives.[...] But
as we have just seen, [where] the little narrative [petit récit] remains
the quintessential form of imaginative invention”® Architecturally

® yotard, Jean-francois the death of overriding meta-narratives signifies the death of

tyrannically exclusive and functionalistic mono-classifications of
space. Architectural archetypes are henceforth no longer seen as fixed
and immutable objects, but as open and inclusive organisms capable
of hosting a series of smaller, momentary stories and narratives. For
example, cafés, gardens, areas where children play, rendez-vous points,
new technological additions, security mechanisms, and unprogramed
spaces left to be appropriated by the users in the train-station or the
library* become just as important if not more important in this type of
world than the previous traditional functional calling of the buildings
as a place to board a train or read books. It is in these smaller spaces
that innovation might begin to appear or that more valid types of
representation of society might be observed. Specifically designing to
integrate these new miniature narratives, or designing with sufficient
flexibility for these narratives to spontaneously emerge, hence proposes
a new project of architecture that could be much more inclusive and

representative of its users.

Encapsulated within the confines of an architectural shell, the
project for a scenaric architecture becomes an assemblage of a series

of scenarios or mini-narratives that become intertwined and fused

together to effectively create (new) parallel worlds. These new scenic

(19241984

ih




SCENARIC ARCHITECTURE

® Michel Foucauit

effectively realized utopias in which the real arrangements, all the
other real arrangements that can be found in society, are at one and the
same time represented, challenged and overturned.”® Like materialized
frames from a screenplay or a graphic novel, these scenographically
staged scenarios create miniaturized and actualized snapshots of the
events from a precise time and space of the society from which they have
emerged. However, these spaces also possess quintessentially reflective
qualities - like tableaux painted on a mirror - that enable users to see
themselves include within these social conditions and ways in which
they may begin to enter the space or alter it to enact their own stories.
Oscillating between the fantastic and imaginary utopian worlds they
tend toward but never reach and the totally real concrete world that they
have spawned from, these scenaric zones provide a space where reality
is temporarily suspended to create new events and ways to creatively
experience the world we inhabit. This heterotopic mirror world is one
that reflects the world around it while also providing a utopic mise-en-
scéne of what is ultimately possible within it.

Let us bring this together briefly, even rudimentarily, by stating
that the notion of the scenaric architecture may be sketched out as
the creation of scenographic spaces promoting human interrelations
through the construction of curious spatictemporal situations that are
contained in an inclusive environment where their multiplicity and
plurality are celebrated. These scenographically constructed situations,
through their fundamentally authorless and open-ended nature, finally
promote the creativity of their users in directly intervening in the
definition and construction of space to ultimately produce new parallel
representations of the world that mirror, comment on or invert the
events and actions of the society and worlds around them.
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PART § - RISING ACTION

SCENE
NS
SCREEN

EXPLORATIONS INTO THE METHODS OF GENERATING SCENOGRAPHIC SPACES

If we have used the terminology of ‘scenaric architecture’ thus
far in our exploration in reference to a new architectural approach, the
concept of embedding sets of narratives within architecture through
scenographic techniques is however not foreign to the history of
architecture. Defining scenography as an exercise stemming from the
art of staging theatrical scenes and later evolving into the framing of
settings in cinema, it becomes possible to draw extensive links between
scenography and architecture throughout the history of modem
architecture. One can indeed begin to identify the reverberations
of scenography in the recent history of architecture through two of
the strongest aesthetic metaphors of modernism: the scene and the
screen.? While, overly simplistic renditions of these concepts might
lead to the comparison of walls and floors as the vertical and horizontal
planes respectively associated to the screen and the scene, it is the
construction of more intricate spatial situations and their properties
that shall be of interest to us here. Notably, understanding methods of
scripting spatial relations in regards to the theoretical frameworks of
theatre and cinema will enable us to explore ways of prompting users
to react to certain spatial arrangements and/or enact a series of actions
in different ways according to their environment.#

Inthe essay ‘The Split Wall: Domestic Voyeurism’, Beatriz Colomina

Saresseanseacncssinascatesrntasssasnssse’iiacesasasscasancnsanss

shrewdly exposes these notions of the screen and the scene in the works
and hidden mechanisms enforcing a patriarchal gaze and domination
over women, Colomina is able to un-earth a series of traces and clues
in the works of both architects that depict two radically different
spatial systems. On the one hand, she characterizes the work of Loos
as one that is dictated and regimented by a set of spatial decisions that

consciously and continually refer the users back toward the interior
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and centrality of a space. The users here are constantly put in relation
to the shared public spaces they have been in or will be in and their
actions become subject to the gaze of the collectivity. This effectively
renders the spaces as stages for human actions and interrelations, and
frames them as theatrical in nature. On the other hand, Le Corbusier’s
works are ordered by a series of elements that unremittingly push
the users outwards and elsewhere, creating an understanding of the
environment based on a specific montage of unusual spatial and visual
experiences and connections. Here the space is infused with a sense
of cinematography as the users are treated like actors projected into a
plurality of situations one after another.

Loos is the first to take position on the use of the screen in
attack on the notion of the screen which he sees as a superfluous
element of camouflage. Loos writes: “Whenever [ stroll along the Ring
{Boulevard], I always feel as if a modern Potemkin had wanted to make
somebody believe he had been transported into a city of aristocrats.
All that the Italian Renaissance could produce in noble mansions
had been plundered in order to conjure up for Her Highness the
common people a New Vienna.”® What Loos attacks in this instance
is more precisely what he sees as an architecture of projection. This
architecture, he denounces, projects upon itself an ostensible symbolic
meaning through various simulacrums and masking devices such
as ornaments, rather than creating actual experientially rich spaces.
What is important to Loos is not the act of symbolic or metaphysical
projection of characteristics of spaces on screens, but the total and true
experience of an immanent and embodied space as a scene. Loos sees
architecture that depends on projection as a reductive and shallow play
of thin surfaces that deny users the true experience of spaces.” For Loos
architecture was to be treated as an exercise in depth and the inherent

components and complexities it harbors.

This conception of architecture as a palpable interior world serving

............

and multiplications of spaces within the fixed constraints of a perfect
cube™ Rather with each slight inflection in section or plan, Loos creates a
truly theatrical object that establishes a set of complex and calculated visual
and social relations. Throughout the project, the geometric maneuvers and
manipulations create a succession of deliberate shifts in the sensation
of space that result in particular types of mise-en-scéne of the different
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programmatic elements of the house with one another. This is particularly
observable in the raised seating area and the family dining room.

Conceived as the only extrusion projecting out from the pure cubic
volume of the house, the raised seating area in the Villa Moller visually
announces itself from the exterior as a moment of quintessential
importance. Positioned on the central axis of the house, it is slightly
raised above the other rooms of the ground floor placing it in a position
of predominance and enabling its users to overlock all the actions in the
house. Fittingly, Loos openly refers to this space in its use and shape as
house overlooking the larger performance space of the scene below
it.® The seating area acts as a belvedere overlooking the events of the
household. The daily events of the inhabitants of the house unfold under
the gaze of those present in the seating area thereby transforming their

actions into performative events.

This expression of the theatrical mise-en-scéne of the domestic life
of the household is also strikingly revealed in Loos’ articulation of the
dining room and the living room. Situated in perpendicular position to
the axis of the elevated seating area, the rooms are initially split apart
one from another through a vertical drop of roughly 70em. While visually
appearing as an oversized step, the break becomes an effective physical
border and establishes a clear hierarchy between the two spaces. This
is further reinforced through Loos’ astute use of wall-mounted cabinets
designed as a proscenium, framing the dining room from the living room,
and through the axiality of the dining room where users enter hidden

-------------------

emphasized as the principal moment of interaction in the house where
the interior and the exterior worlds of the family collide and are elevated
to the level of spectacle. The dining room in many ways becomes the

scene where social interactions and conventions are exhibited on stage.

Essentially what is engendered by such spaces is a shift in the
role of the user from passive to creative. No longer are the users
simply the subjects of a deterministic functionalist environment, nor
are they neutral entities travelling through space in a predetermined
or apathetic way. This shift in the nature of the users through their re-

............

.............................................................................

transformation of the role of the user as simply reactionary, to one where
his creative capabilities are recognized.® For Hill there is a fundamental
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need today to conceive space in architecture as a place that enables
actions by its users, and acknowledges the essential creativity of each
user to manipulate and re-shape the spaces they inhabit. While Hill
himself uses Loos as an example of architecture which repudiates
creative users and enslaves them as subjects of the architect, it shall
be argued here that this argument is too loosely hinged on the textual
relation between the role of theatrical ‘director’ Hill attributes to Loos
and the subsequent notion of ‘directed’ that he projects on the users of
such spaces. Instead we will argue that through the creation of spaces
that openly theatricalize actions and human relations, Loos actually
his spaces, Loos calls upon the intellectual potential of the users to
realize the theatricality of their environment and render them conscious
of the social myths and conventions already at work in shaping their
relations with spaces and people within architecture. This act attempts
to invest in the users a new awareness to enable them to intensify, alter
or distort these relations and create radically new scenarios of which

they are the actors and the directors.

The potential of an architecture that theatrically frames users to
valorize their creativity and conscious appropriation of space, leading
to radically new imaginative scenarios in space, is also demonstrated in
Conceived once again as an internal public world, the house is made of a
thick inhabitable perimeter wall that delimits a series of spectacular scenic
spaces within the house. This perimeter wall is constructed as a double
wall through which one circulates, that is punctured by small windows
to the outside that serve more as lighting devices than as actual viewing
vistas towards the outside.® The interior wall however is extensively cut
open toward the inside, framing views of the grand spaces within. The
majority of these windows and frames are drawn around the showcase 4m
X 10m ¥ 2m pool situated at the center of the house. Loos pushes this notion
of theatrically framing views of the ‘spectacle’ of the house to an extreme
by placing a series of thick windows on the bottom and sides of the pool
granting views to the swimmers from within the various rooms of the

house. While the Villa Moller demonstrates the construction of scenes as

constraints of functionalist architecture, in order to engage them in a
space of spectacle and fantasy. Destroying any preconceived concept of
inhabitation, here someone inhabiting the house may very well be reading

....................................................

under the watchful eyes of their friends swimming above in the pool.
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In presenting the notion of the screen one is reminded of Le
Corbusier’s statement on Arab architecture® This architecture
according to Le Corbusier “has much to teach us. It is appreciated
while on the move, with one’s feet..[I}t is while walking, moving
from one place to another that one sees how the arrangements of
the architecture develops”® In opposition to traditional notions of
centrality and hierarchy typically associated with the urban form of
European cities, Le Corbusier outlines a conception of architecture
that has become quintessentially linked to the conceptual perception
offered by cinema and its specific production techniques. The notion
reproduction of art® enables a reading of space determined by the
contrast of different, non-converging events in succession. Such an
architecture is no longer dominated by traditional axioms of cohesion
and centrality but instead leads to the concept of montage™ and the
interconnection of independently framed events and their projected
spatial elements in sequence.

Le Corbusier’s statement on Arab architecture demonstrates
his awareness of cinematic techniques and their formative relation
as a scripted sequence of events articulating space, the promenade
achitecturale is a central and generative part of Le Corbusier’s early
earliest works shows this predominance of the promenade as the
structuring element to space. Within this house, Le Corbusier generates
an incredibly rich sequence that sees users enter at the core of the house
and then centrifugally spun around and upwards throughout the space.
The users are successively framed into sequences always leading them
toward other rooms, suspending them within voids, projecting them
inside cubist paintings and presenting them to various meticulously
photographed views of the landscape and context®™ The outcome is
much like an unwound film reel where the users are projected onto
a series of constructed events and situations, spliced together, but
ruptured from traditional spatiotemporal constraints. Screens and
frames are mounted together creating scenarios propitious to the

overlapping of previously unthinkable events and spaces.

This exploration into montage and the sequencing of events
is pushed to its limits in Le Corbusier’s Appartement de Beistequi.
Situated on the Champs-Elysées, the apartment was commissioned
in 1929 by Charles de Beistegui, the son of a tremendously wealthy

Spanish industrialist. Intended to be de Beistegui’s Parisien pied-
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a-terre, the apartment was also designed to host de Beistegui's
infamous lavish and extravagant parties. Le Corbusier’s solution to
the spatial constraints of the apartment and de Beistegui’s strong
surrealist penchants led to the creation of one of Le Corbusier’s most
interesting and abstract spatial projects. Upon entering the space,
one is directly confronted with an unusually non-descript and empty
space that seems to have done away with Le Corbusier’s traditional

notion of the promenade architecturale. However, upon closer review,
the creation of the promenade is achieved through a series of hidden
and subtle architectural strategies that create a series of new relations
and disjunctions in the spatiotemporal experience of the space.
Interweaving multiple spaces and scenarios together, a new multi-
linear architectural promenade is created. This project demonstrated
a completely new type of architecture that finds itself scripting spaces
through radically new types of cinematographic techniques such as

double exposures, tracking shots, jump cuts and split screens.

Upon entering the apartment, an extensive full height window
at the end of the living room frames the Southeast elevation of the
Champs-Elysées and directly confronts the users with a new type of
projected space. More than simply dematerializing the divide between

the exterior and interior, the window becomes a screen that intensifies

the relation between the experienced bodily world of the room and

the transient or frantic world of the modem city beyond. It effectively

% Charles Baudelaire  projects the users outwards where they are immersed like Baudelairelt
o svacde Barinus fo

in the drunken spree of vitality and modernity offered by the city.
This energy and perceptual stimulus is heightened by the presence of

concealed screens that drop down from the ceiling to cover the window
and onto which films and images may be projected from a hidden

projector in the wall. Like Dziga Vertov’s” use of superimposition and

same year, new scenarios and emotions springing from the city are
overlaid to create a new perceptual hyperspace ®

This use of projection as a means to create impossible but highly
stimulating new perceptive situations is further encountered when

one turns back from the window towards the interior of the house

and decides to climb up the spiral staircase. Upon emerging on the

second floor, the users find themselves enveloped in a small dark
turret leading to the exterior terrace. This cylindrical room becomes
the locus for an architectural tour de force by Le Corbusier where the

360° view of the Parisian skyline back into the apartment through a
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periscope device affixed to the ceiling of the turret. While Le Corbusier
often referred to rooms as photographic devices capturing a landscape
and re-transcribing them within the physical boundaries of the rooms,
here this notion is taken to its extreme. In this room, the nearby
literally re-transcribed within the walls of the environment, breaking
the real spatiotemporal limits of traditionally conceived space.

Whilst both previous examples demonstrate the use of
superimposition and double exposure as methods of redefining space
through projection, Le Corbusier also begins to play with techniques
of split screens and montage in the tail end of the project. As users
finally exit the apartment and begin to enter the luscious three-tier
rooftop garden, a series of architectural elements begin to cut, frame
and collapse the environing context. Where in other projects such as
the users are carried along the promenade architectural and their
movement is framed within in a continuous unfolding of space that
tracks the evolution of the exterior landscape and interior spaces,
the Appartement de Beistegui proposes a new method of creating
apartment that denied the possibility of creating such long linear
sequences in space, Le Corbusier creates architectural spaces that are
instead able to unfold around the fix point of the user. On the rooftop
garden this is accomplished by playing with the physical borders of the
terraces and by mechanically opening certain parts to create moving
panoramic shots of the city. Most notably, a series of hedges on the East
side of the terrace are placed on tracks and moved in order to literally
frame a cinematographic tracking shot of the Parisian monuments. The
partial retraction of the first hedge frames the Tour Eiffel while hiding
the rest of the skyline, while the full retraction of the hedges reveals a
view down the entire Champs-Elysées towards the obelisk of the Place

de la Concorde.

Finally, as users march up the last set of stairs, they are brought
up to the last terrace of the garden enclosed in tall half-walls and
covered in grass. This “terrace super croquet” is very much conceived
as an open air yet enclosed exterior room. Amongst the scattered
baroque furniture, an open-air exterior fireplace on top of which is
hung a mirror, serves as a focal point directing the view Westwards
towards the end of the Champs-Elysées. The mirror and fireplace
form an almost perfect arch that perspectively inscribes itself within
the opening of the Arc-de-Triomphe. Here Le Corbusier and de
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Beistegui play a game of split screens that collapse foreground and
background, collaging the spaces of the terrace with the celebrated
iconie arch. Much like the other moments within the apartment, this
final architectural orchestration creates a drastic disjunction in space
offered through the manipulation of the screen.

In all these instances Le Corbusier creates spaces that radically
real, the fictitious, the symbolic, the intensified and the projected are
systematically blurred and overlapped onto one another. In opposition
to the system of Loos’ architecture where events are additive and in fixed
relation to one ancther, in Le Corbusier’s work, events are multiplied
and mutable. The traditional spatiotemporal confines of space are
shattered in favor of ever more creative and user-centric definitions
and readings of space. The concept of the screen is manipulated to
create sites of unimaginable and, ultimately impossible, dimensions.
Here we may even propose that these spaces unlock another type of
creative appropriation of space through the imaginative projection of
new scenarios opening up gaps between reality and fiction.
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PART 6 - CLIMAX
THE MISE-EN-SCENE OF SPACE THROUGH ARCHITECTURAL ELEMENTS
So far, through our analysis of the ‘scene’ and the ‘screen’, we

or cinematic functions, can become powerful generators of new
spatiotemporal experiences. In particular, we’ve examined the capacity
of both these types of spaces to script new ways of acting within them
and alter the users’ perception of their environment. The question that
remains for us to explore is whether or not we can localize and identify
the shared characteristics of both types of spaces - isolating a form of
common architectural language - and whether or not it is possible to

extract these shared elements to create new scenaric spaces?

As previously noted, in Adolf Loos’ Villa Moller, the scenographic
design of spaces edged towards a theatrical dramatization of the interior.
Through the careful manipulations of spaces and their articulation,
Loos effectively created a type of space where users were plunged into
a theatrical world where even the most mundane of actions became
framed as an event in space. However, while many of the moments of

.........

W Gaze of the collectivity  the _collectivity,! the control of these spaces and the events that take
1 bt 5

--------------------

place within them are nevertheless almost always brought back into
the hands of the users through key architectural mechanisms. None of
these manipulations were more dramatic than the proscenium wall that
separated the dining rcom from the living room. Here, Loos created
a hidden wooden stair that collapses down from the floorboards,
at the edge of the drop between the two rooms, and that was able to
destroy the spatial connotations of the proscenium. This architectural
mechanism, activated by a lever within the dining room, defined who
was viewed and who was viewing, by placing the control of the space
and its events in the hands of the user operating it. Such moments help
and reinforce the ‘authorless’ qualities of the architecture, by not only

raising the users’ awareness of their environment but also explicitly
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showcasing the capability for users to appropriate their surroundings.
While the affairs of a family debating around the dinner table may at a
moment appear as a perfectly framed scene to those in the living room,
almost instantly, with the pull of a lever, the action can shift rooms and
suddenly turn the spectators into an integral participants in the action.

This capability to unlock new experiences in space through key

performative elements is reinforced through further analysis of the Le
Corbusier's Appartement de Beistequi. Here again, users control their
environment and actions through a series of architectural moments that
distort perception and become catalysts for new events. Most notably,
users can choose to manipulate a multitude of elements such as: the
screens that drop down to cover the windows, the movable audio-visual

equipment inside the house, the pivoting camera obscura periscope,
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the sliding hedges and the trompe l'oeil Arc de Triomphe fireplace.
Through these architectural elements, users are able to place previously
unimaginable spaces in relation to one another, thereby unlocking new
experiences through the altered resultant architecture. Rather than the
traditional architectural spaces we have become accustomed to that
conventionally offer banal and insipid first-degree experiences of space,
here users can manipulate the architectural parts of the apartment as
filters and lenses offering new readings of the buildings and hinting at
new possible events. In this way, guests at one de Beistegui’s notorious
parties could, at any moment, substitute the view of a Haussmanian
Tiger’ (1929); or outside, between two hors-d’oeuvres, decide to change
the view at the end of the terrace from the Tour Eiffel to the Place de la

Concorde.

While questions regarding the shared characteristics of both the
scene and the screen will necessitate further advancing, we may begin
to hypothesize that in the wake of the collapse of both types of spaces
onto one another, a series of key defining architectural elements, that
implicitly inform and define the environment around them, begin
to appear. Indeed, by stripping away the surrounding fixed spatial
arrangements of both types of spaces - by removing all walls, floors,
windows and doors - we begin to observe the signs of a latent hidden
architectural configuration; a sort of charged void animated by a series
of discrete, interactive and performative® architectural elements.
These architectural elements - the collapsible stairs, the periscope,
the moveable hedges and etc. - are not only the main focal points of
the spaces they are in, but are also the elements through which users

interact and associate with the spaces.



SCENARIC ARCHITECTURE

e O

33

At this point, we may even begin to compare these performative
to prop up décors, are generally described as elements that are used
to materialize settings, create moods and ambiences, and ground
narrative events onto screen or in a scene. The works of Adolf Loos
and Le Corbusier, hint at the possibility of using these architectural
elements much like props on stage or on movie sets, to inform new
possible settings and actions through the users interaction with these
objects. However to truly observe the wider potential of props as
defining spatial elements, one only has toreturn to personal childhood
memories to see how, for example: with a ball and a few random
objects, a room could be transform into a full soccer pitch; or how a
room with a few different rugs could become archipelagos surrounded
by lava.* While these examples are of course slightly whimsical, they
nevertheless serve to prove that, it is there, in a world of socially
unconditioned, uncensored and unbridled creativity we can see how
with a little imagination the prop becomes a tool capable of generating

totally new spatictemporal scenarios.

With this in mind, could we take this further and attempt to propose
new ways for users to inhabit architecture through the construction of
smaller elements and moments meant to incite new creative uses and
eventsin spaces? Architecture as the design and orchestration of a series
of props that would lead to the definition of new spatial (and special)
situations? The proposed project for a scenaric architecture, asks
that we no longer conceive architecture as simply the result of formal
sculptural explorations or of deterministic functional requirements,
where the actual inhabitation of the space by its users is a side thought,
but rather as spaces that are composed as lively and eventful scenes
that invite users to take the spotlight, move things around and even
play a little bit. Far from the finished, compartmentalized, frozen
compositions attributed to functionalist architecture, or the rather
contrived resultant spaces of sculptural architecture, our aim will be
to create spaces containing vibrant, complex and evolving stories and
events. Buildings where multiple narratives are brought to life through
the interaction of users with discrete architectural parts or moments.
petri dishes into which a series of architectural props are tossed to
investigate the new social and spatial relations that can be stimulated;
buildings as containers of curious architectural elements that generate

experimental events, interrelations and experiences between people.
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Whilst we have begun to elaborate the notion of an architecture
conceived as the composition of situations through their respective
props, it becomes particularly difficult to ignore the coincidental
the agitprop. If they do indeed stem from separate etymological roots,
both types of objects shared similar physical properties and methods
were meant to agitate with the aim of communicating propaganda®
became instrumental following the Bolshevik Revolution, to quickly
and effectively spread the messages of the revolution to the masses. In
the eyes of the avant-garde, the masses had to be radically startled or
disturbed® out of their general state of conditioned apathy in order to
be properly informed of the new world that was dawning. “To this end
the largely illiterate Soviet society,” Kenneth Frampton states, "provided

the opportunity for the object to play a unique role in the space of public

appearance, since everything required to be re-semanticized as it were,

in a situation where objects and their contextual disposition,® rather

® than the written word, were to become the currency and the testament
Kenneth frampton s . i . . .

wiztionand the Crsesin Of the people”® In particular, this capability of agitprops to be infused

K. Michael Hays

Aschitoctive
with clear sets of scripted actions and inserted within public spaces to

subsequently encourage specific interactions with users is crucial to

our exploration.

In the context of an insatiable thirst for theatrical performances and

Bvior shklovsky  mass festivals following the revolution,® the creation of these agitprops
fe O B

coincidentally became synchronic with the creation of theatrical props
in the Soviet Union. As a result, scenography and theatre design

provided the opportunity for many young architects and artist such as

Who Was Thursday in 1922, abruptly rejected conventional notions of
stage design, to propose a near haphazard type of collage architecture.
Here, rather than using multiple décors to communicate the changing
settings and scenarios of the play, different spaces and elements of the
city were collapsed into a deeply hybrid programmatic space. Vesnin
abstracted numerous particular situations and sites of the city into a
series of props® that he began to stack and collage onto one another.
Elements from the play such as the sidewalks of the main streets were
turned into conveyor belts; the interior life of apartment buildings
were transformed into chaotic open joist stairways and hallways; the

neighbouring office buildings became fully functioning elevators; the

bustling dynamism of the city was retranslated as an operable crane; and
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the local café was reconstituted as multiple moving tables and operable
awnings. This constructivist collage of parts and props, like the cogs of
a giant fantastic machine, created a radically new scenographic space
that came to life through interaction with its users. In a way, it proposed
the radical re-framing of architecture as a dynamic, richly hybrid and
open composition of programs, stories and scenes, in which users could
begin manipulating parts to re-arrange and re-script the space and its

functions in an almost infinite number of ways.®

;e

A few years later, Vesnin would directly transplant this idea of
architecture as composed through a series of props suspended in
space, in the project for the Leningradskaja Pravda building (1924), co-
designed with his brothers, Viktor and Leonid. The five-storey office
building for the Pravda publication featured a newspaper stand and
vestibule on the ground floor, while reading rooms, offices, and editorial
rooms occupied the upper floors. The most striking features within the
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design however were the series of interactive architectural elements
scattered across the building and its fagades. Much like his set design
functional characteristics of the spaces were reduced to a series
of mechanical devices, furniture pieces and other objects. These
architectural props allowed Vesnin to compose a totally new type of
building that “stylistically,” Selim O. Khan-Magomedov notes “was a
sort of compilation of the most recent discoveries made in engineering
works, certain features of rationalist architecture, research in stage
design and discoveries made in minor projects ~ newsstands, tribunes,
propaganda stands - by G. Kluksis, A. Lavinski, and A. Exter.”® In many
ways, the building became a bare concrete and steel frame onto which a
series of performative architectural elements were affixed, while the glass
cladding of the fagades disappeared to render the building a transparent

container® bursting with vibrant events and actions within it.

For Kenneth Frampton, this building particularly reflects a
period in history where “[the] traditional fields of art, architecture
and engineering now found themselves inundated and overrun by
the world of objects in actions, Buildings were no longer hermetic
finished compositions but rather aggregations of elements in the
process of being enacted. Their component parts were not only signs
of actual productive relationships,[..] but also the context for more
explicit iconography?® and information. Equipped with flags, clocks,
searchlights, cinematic projectors, radio aerials, loudspeakers, slogans
and billboards, they deliberately carried the dialectic of socialism into
the street. They constituted both its manifest incarnation and its literal
meaning”® Architecture in this instance was the repository of signs
and elements recounting the narratives of the time, materializing them
within a plane of immanence. The edifice had once again temporarily
regained its role as the book of society®™ albeit it had become a
fundamentally open textual object that incited appropriation and
multiple smaller narratives. The users within Vesnin’s Leningradskaja
Pravda building were not only inhabiting certain scenes and tableaux
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that recreated the story of their society in front of their very eyes, but
by manipulating the rotating propaganda billboards, loudspeakers or
they were enacting their own personal stories and narratives of the
Revolution that the building effectively historicized.

This conceptualization of architecture as a textual collage of
richly hybrid and dense programs and functions through a series of
Hill, architecture has the crucial social responsibility of facilitating
users to appropriate the spaces they inhabit and enabling them to
become designers of their space. While Hill accepts that “the building
is not directly comparable to the text,” he nevertheless proposes an

........................................................

.................................

suggests “that writer-text-reader relations as a whole are analogous to
architect-building-user relations. Barthes’' reformulation of the author
and the reader suggest a model for architecture in which there is no
clear linear route from the architect to the user. To use a building is also
to make it, either by physical transformation, such as moving walls or
furniture, using it in ways not previously imagined, or by conceiving it
in a new way. Just as the reader makes a new book through reading, the
user makes a new building through using”® This type of architecture
therefore, is imagined as a type of unfinished or flexible compoesition
that develops user-based configurations of space and mini-narratives®

that permeate through the buildings.

The project for a scenaric architecture proposes that we once again
re-explore the capability of architecture to script spaces that are not only
illustrative of the narratives of a society, but that are also inclusive and
representative of the stories of its users. Such an endeavour becomes
even more crucial today in a world that has become populated with ever
increasingly generic, privatized and regimented spaces® that continuously
alienate the users and squander their creative powers. Kenneth Frampton
outlines this particular shift in society “[where] in the nineteenth century
the public institution was exploited as an occasion on which to reify the
permanent values of the society, the disintegration of such values in the
twentieth century has had the effect of atomizing the public building into
a network of abstract institutions® Scenaric architecture is therefore
a call for the creation of spaces that creatively counter this alarming
proliferation of increasingly insipid, predictable, uninspiring and
unalterable environments, by providing them with architectural props
that they can use to define and alter the spaces around them.
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Before further developing this particular crisis engendered
by the increasing privatization of public space and the resulting
erosion of human interrelations, let us lastly examine the aptitude
of a certain type of agitprops to crystallize connections between
people through the the active construction of events in public
space. In particular, while Vesnin attempted to condense programs

into a series of props used to compose architectural ensembles, the

inhabitable architectural spaces capable of re-scripting and re-

defining the environments around them®

itinerant platform that was equipped with rotating cranes, draw
bridges and elevating platforms. Free to roam throughout the city
it could generate site specific performances in almost any context,
actively appropriating the site, by dropping down screens, re-arranging
elements around it with its crane, lighting certain moments of the space
and streaming banners and flags to draw people in. This new type of
and temporal scenographic situations where actors and spectators
all inhabited a shared space that they both actively participated in
creating events within. This shift in function is manifestly important
to our exploration as the prop here sheds its role as accessory to
the construction of unreal utopic and illusionary spaces on stage,
and rather asserts itself as a defining architectural element in the

composition of fantastic yet absolutely real conditions on a site. These
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elements serve to demonstrate the clear ability of certain architectural
elements to define spaces that spontaneously share the spatiotemporal

qualities of the theatre and cinema sets. Here, rather than being what

This type of inhabitable and interactive architectural prop was re-
investigated some 40 years later in Vienna, the city where El Lissitsky
first published his manifesto “An Architecture for World Revolution,” by
a group of emerging architecture students and young artists. Opposing
the historical rigidity of Vienna, and even more so the stale and
lifeless over-rationalization and over-sanitization of the city following
Modernism, the group increasingly began to explore the architecture’s
potential to script situations that would call on the senses and creativity
of people to re-invest the streets and extract the latent experential
potentials of the city. In particular, this neo-avant-garde attempted to
destroy the tenets of functional rationalism, pragmatism and economy
proper to modern architecture in order to supplement them with the

new axioms of fantasy, imagination and visionary intuition.®
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At the forefront of this group, the trio of Haus-Rucker-Co. felt
the need for architecture to solicit strong emotions, sensations and
reactions from humans by producing new sensorial experiences
through architecture. To this effect, Haus-Rucker-Co coined the
term “Stidtische Versatzstiicke,” as a way to propose a new type of
architectural investigation. Translating quite literally as, urban set-
pieces or urban props, these architectural elements were envisioned
as prosthetic devices inserted within the fabric of the city that

stimulated new conditions and would serve as the catalysis for new

ways for people to meet in architecture®
As such, Haus-Rucker-Co’s Rahmenbau project asked users to
literally re-examine the city they inhabited by suspending them in a

frame hovering over the city. If people had grown use to the functional,
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uncritical and dry buildings, or the hyper-regimented and over-regulated
public spaces that their city had to offer, the project reframed the city
behind a giant proscenium and prompted users to imagine how their
city could become their personal film set in which new narratives and
scripts could take place and be enacted. Similarly, Qasis No.7 proposed
a prneumatic bubble that could be literally plugged or fitted into the
windows of a fagade and provide a personal scenographic space that
would transport users out of their mundane environments and into a
new fantastic world. Complete with palm trees and a hammock, users
could temporarily materialize their own imaginative scenarios through

the new fantastic inhabitation of the city.

elements or props that they would similarly describe as a series of urban
transistors® capable of amplifying the existing conditions, events and
social relations present in the city. Conversely to Haus-Rucker-Co’s
Rahmenbau project that set a cinematic projective re-seripting of the city
through the creation of a giant theatrical proscenium, Coop Himmelb(l)
a giant cinematic screen that would delimit a new public theatrical stage
in the middle of the streets of Vienna. During this radical take over of the
street, a series of plays, concerts and public consultations were organized
under this new sky onto which movies and animations were projected.
Giinter Feuerstein described these architectural interventions as ones
that “discovered new fields of actions [and] offered new architectural

possibilities, effectively constructing a new ‘topos’ in the steppes of the
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@ Ginter feverstein  big cities, provoking a new conscious and allowing for new perceptions.”®

These interventions were a call for cities and building to regain their
imaginative, curious, idiosyncratic and playful aspects by re-scripting
new scenarios within them; by opening up new gaps in increasingly
private and deterministically alienating spaces for people to interact with

one another and once again experience forms of collective happenings.

In opposition to the traditional agitprops that very much served as
a radical object meant to shockingly announce the dawn of a new world,
these new props and architectural elements inform us of the conception
of more sophisticated and careful methods of tuning and amplifying
existing conditions to subversively shift control-relations back into the
hand of the users. In many ways, this shift in the role of these objects
in_actions can be related to the greater shift in artistic production that
can be observed in the post-modern world. It is Nicholas Bourriaud® who
enables us to locate and historicize this shift in particular through his
analysis of Relation Art.” Where previously these props had “intended to
prepare and announce a future world: today [they are] modeling possible
universes. [...]The role of artworks is no longer to form imaginary and

utopian realities but to actually be ways of living and models of action

cee

*® For

within the existing real, whatever the scale chosen by the artist
Bourriaud, these new artistic projects reveal a twofold response to the
project of modernity that he begins to map out in his book ‘Esthétique
Relationnelle’ (1998). Firstly, these new artistic objects deny the possibility
of a carte-blanche or tabula rasa re-conception of the world through grand
narratives to instead propose new smaller narratives that effectively
open up gaps that aim to critically re-frame and re-organise the fabric
of reality. If such a position is certainly indebted to others such as Jean-
Frangois Lyotard, Bourriaud innovates when he defines the contours of

this new form of artistic production as one that is increasingly becoming

! W
pace a5 simply as ¢
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concerned with the disintegration of public space and specifically
attempts to counter this nefarious and continuous hyper-privatization of
the world. Therefore, Relational Art secondly aims to coagulate human
relations in order to seript new experiences where people can once again
interact and come into contact with one another.

As such, let us note in closing, that in addition to its other
previously explored characteristics, the architectural prop possesses
the intrinsic and fundamental objective of materializing new states

D Nicolas Bourriaud  of encounter between people.? It is Adolf Loos who reminds us here
" of the architecture intrinsic nature as a relational element. “When

we find a mound in the woods,” Loos states, “six feet long and three

feet wide, raised to a pyramidal form by means of a space, we become

serious and something in us says: someone was buried here. That

®Adolfloos is architecture”® Architecture, is therefore and always has been a

e powerful tool for the association and connection of people together.
The project for a scenaric architecture, simply attempts to explicitly
render this quality visible through smaller, more momentary and
interactive parts that can directly start to engage people in an around
space. By sparking human curiosity, these architectural props aim to
trigger new sensorial experiences and instigate new events in space
that will inevitably lead to new interactions between people and

critical re-appropriations of space.
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PART 6 - CLIMAX

INTERMISSION

TIME FOR A DULY DESERVED BREAK. HAVE AN ESPRESSO, OR A SCOTCH, SMOKE
A CIGARETTE, TALK TO SOME FRIENDS AND RELAX BEFORE WE CONCLUDE.

It would be hard to continue this project without acknowledging
two of the greatest buildings never built and around which this entire

\
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Cedric Price’s Fun Palace was designed as a fundamentally open-ended building that could be entirely (re-)configure by its users ad vitam aeternam.
Designed as a giant space frame structure, a series of architectural props such as moveable staircases, inflatable conference room, removable floor plates,

rotating partition walls and operable awnings could be manipulated freely by the users to totally redefine the spaces.
FLtd PALACE (1904, CEDRIC PRICE ’

IMAGE SOURCE. FLICKR PHOTOS, AFRIL OV, 2012 < HTTPL 7 WWW.FLICKR COMPHOT LS SMALLRITUALASETS/ 7215762766 207041 'WiTH 0230403204 »
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Archigram’s Monaco Entertainments Centre was literally designed as an architectural petri dish into which a series of props could be thrown to harvest
ditferent types of events and actions in space. Through an exhaustive creation of different mobile elements, a variety of compietely different users and
programs could be scripted within the space and re-configured almost over night.

MONACO ENTERTAINMENTS CENTRE (3G70Y, ARCHIGRAM APCHITECTS
(MAGE STURCE' SIMON SADLER, ARCHIGRAM ARCHITECTURE VWITHOUT ARCHITETURE, (CAMBR UfF AlA. THE AMIT FRESS 2005
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Here let us simply note an important nuance between these projects and our exploration into a scenaric type of architecture. While the Monaco Entertain-
ments Centre and the Fun Palace are evocative of the great 1960's hyper-flexible and technological utopian projects, the notion of flexibility in our project
is not interpreted as a physical construction of space that is totally alterable and movable. Rather, the fiexibility of the spaces is achieved through the
interaction of the users and the capacity of these scenographically constructed situations to be sufficiently inclusive to prompt multiple personal mini-
narratives and perceptions of space.
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AVONACD ENTERTAINMENTS CENTRE (IG70), ARTHIGRAM ARCHITECTS
IMAGE SCURCE: SINMON SADLER, ARCHIGRANM ARCHITECTURE WITHOUT ARCHITETURE (CAMBRIDGE MA! THE MIT PRESS. 2005)
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PART 7 - FALLING ACTIGN

NATIONAL
CAEINET
OF CURIOSITY

THE PROJECT FOR A PEOPLE'S CABINET

As we have explored throughout the last sections, scenaric
architecture can be seen as the spatial orchestration of scenic spaces
composed through the manipulation of architectural props embedded
with narrative properties that script new events in space and solicit new
interactions between users. The challenge that lays ahead in the final stage
of our exploration remains to spatially consolidate these sets of scenarios
and scenographic instances through the creation of a hypothetical
project serving to demonstrate this new architectural approach. Learning

---------------------

Vesnin's Leningradskaja Pravda building to Cedric Price’s Fun Palace and

passing by the fantastic spatial installations of many Relational Artists -

may we begin to imagine the basis of an architectural project that acts as
a container for a series of rich and vibrant events, programmatic spaces
and collective situations to take place?

If we agree to frame the nature of the upcoming project as an
architectural intervention that will attempt to aggregate a series
of curious and peculiar architectural objects and scenographically
constructed situations within an architectural envelope, let us
consider the archetype of the museum and in particular its historical
and architectural roots as a valid point of departure. Indeed, while
hyper-structured, controlled and institutionalized today, the early
architectural archetypes of the museum appeared as inherently
different spaces that cherished complexity, indeterminancy and the
scripting of spaces through a series decentralized singular elements.

B wynderkammer More precisely, it is the cabinet of curiosity or the wunderkammer®
sit i

A place where 2 collec

which emerged around the sixteenth and seventeenth century as a

place for the collection, exposition, debate and dissemination of
knowledge, that proves to be an ideal and extremely fruitful point of
departure for the design of a scenaric building®
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Originally conceived as small portable furniture pieces that
safeguarded a series of special artifacts, cabinets of curiosity over
the years would gain in size to eventually become fully inhabitable
rooms in buildings. With the chief mandate of igniting curiosity and
simulating a greater thirst for knowledge, these cabinets were spaces
with incredibly intricate spatial organizations that orchestrated a
plethora of objects that shared the characteristics of being peculiar,
heteroclite, strange and new. Objects in these spaces were not
classified or rigidly divided into categories but rather were ordered in
relation to more complex networks and associations that weaved rich
and developed narratives and sequences in space between users and
the elements around them. As a result, art works, natural discoveries,
technological objects, and historical artefacts were all amalgamated
one with another in a dense and charged space where users could
weave links between objects and script their own narratives of a world

that was presented to them under an unexpected and strange light=

Sir _John Soane’s House in London (1824) perhaps best

demonstrates the latent architectural possibilities embedded
within cabinets of curiosity through their techniques of spatially
sequencing and orchestrating all of these curious elements. Soane
masterfully arranged the spaces of his house and the objects it
contained, to create a multitude of intriguing architectural moments
that prompted unusual relations between the users, the objects, and
their spaces. This elaborate and sophisticated articulation of space is
fully discovered in section where the scenes of the house and spatial
anecdotes slot themselves together like the multiple vignettes that
shape the pages of a graphic novel. In many ways, the house literally
becomes a receptacle where scenes, scenarios, architectural elements
and unexpected events all collide and assemble themselves together
to form a new self-contained world that plunges the users into an
interlinked succession of imaginative scenarios. It is precisely this
type of environment and spatial manipulations that will we strive to

create and transcribe in our project for our own cabinet of curiosities.
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The project for a National Cabinet of Curiosity arose in reaction

to a series of events that transpired within the earliest months of the
redactions of this thesis that not only demanded to be acknowledged
but furthermore displayed an uncanny relation to each other and
the explorations at hand. Indeed, at the time, two clear threads of
events seemed to be occurring and converging to almost directly
inform the shape of the project. While a series of protest movements
across the country exposed the dangerous over-privatization and
hyper-regimentation of space, other events in the city of Ottawa
continued to expose the total lack of true public space in the city and
even more worrisomely the continuous and slow erosion of the very
concept of public space itself. In particular, setting aside their political

highlighted the lack of forums for the debate and discussion of ideas
within our sociey and the inevitable marginalization and radicalization
of the movements as a result. Almost synchronically, the (lack of)
debate revolving around the re-development by a sole-source private

consortium of Lansdowne Park, the city’s largest and oldest public

space, into a new commercial, retail and entertainement complex
further highlighted the lack of importance attributed to the creation
of truly public spaces in our cities.

All these events finally culminate when the NCC® announced
theat they would be vacating their Infocenter, located directly in
front of Parliament Hill, without any real plan for the re-occupation
of the site following their departure in November. Prior to its
relocation, the Infocentre had been a key public infrastructure piece

that served as the facade to the Nation’s Capital for many tourists

while also animating an important public square that was the site of
many meetings and the rallying point for various events. The NCC,
faced with an increasingly dwindling budget and demonstrating its
systemic impotence and myopic vision of the city, opted to vacate
this quintessentially important site to instead rent space for a kiosk
nestled between food-court concessions and cellphone vendor booths
inside the interior courtyard of the World Exchange Plaza. As a result,

the length of Wellington street directly in front of the Parliament - one
of the most symbolically important strips of land in the country - now

found itself totally vacated, un-occupied and lifeless.

The project for a National Cabinet of Curiosity is therefore a
proposal to create a new vibrant public institution that would re-
claim the site vacated by the NCC and provide new fundamentally
public spaces to a wide variety of users. The project aims to generate



a wide range of new spatial scenarios for the radical self-expression
of users and creation of new social and collective situations through
the assemblage of a multitude of curious objects (architectural props)
and spatial curiosities (scenic spaces). Programmatically, the National
Cabinet of Curiosity is a hybrid building that oscillate between a

‘maison du people™ and a traditional cabinet of curiosity outlining the

basis of a new type of institution that advocates for the propagation
of knowledge, the stimulation of creativity and the prompting of new
participative experiences. It is a public place where people may interact
and meet to understand an increasingly complex world and provide the
forum for new debates and discussions. Central to the creation of the
National Cabinet of Curiosity, is the establishment of a new People’s
Cabinet that will be housed within the building. Playing here with the
that collectively consult with the Prime Minister regarding the current
government’s policy and/or tactical directions, it is suggested that the
National Cabinet of Curiosity would house a series of activities that
shape the basis of a new democratic and inclusive network of engaged
citizens, intellectuals, artists, specialists and politicians who would
debate and address an infinitely wide array of contemporary issues.® It
is imagined that this National Cabinet of Curiosity would be an edifice
where members of this constantly evolving and mutating People’s
Cabinet could program a series of exposition, conferences, readings,

public consultations and events year round.

The National Cabinet of Curiosity would furthermore provide a
space where the People’s Cabinet could organize meetings with the

Prime Minister’s Cabinet and the official opposition’s Shadow Cabinet

to discuss national issues and events. This meeting of the three
cabinets would take place in a central meeting room jutting out of
the middle of the building and hovering out into the public square
in front of the building rendering visible the meeting to the general
public. Around this room, the rest of the building articulates itself
as an open sectional cut that superimposes and connects a series of
conferences rooms, living rooms, offices, gardens, reading rooms and

various scenographically constructed situations.

The subsequent pages will provide a selection of examples and
clues as to how the project for a National Cabinet of Curiosity will be

materialized and translated spatially.
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EMPLACEMENT OF CABINET IN CITY

Naturally blessed from its prominent position
at the core of the city. the proposed site far the
National Cabinet of Curiosity is ideally situated at
the crossroads between the Parliament, the Prime
Minister's office, the Opposition’s Shadow Cabinet
and the original Prime Ministerial Cabinet, the
Privy Council.

The proposal for a new building on this site in
particular atternpts to respect the irnportant axis
created by the Peace Tower cof the Parliament that
crosses the site at its midpoint. In arder to respect
the NCC's desire to open up a visual axis to the Peace
Tower from Metcalfe Street, the projected building
stightly steps back from the street ‘while additionatly
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REVITILIZATION OF WELLINGTON

Situated on the site of the now vacated NCC
Infocentre, the new National Cabinet of Curiosity
is meant to spark the revitalization of Wellington
Street. Since the implementation of the 1950's
Greber Plan for the Nation's Capital, this street has
particularly struggled to ever truly take shape and
assert itself as a true symbolic artery in the city.
Neighbouring the now vacated former American
Embassy, the National Cabinet of Curiosity aims
to slowly participate in the re-densification of
Wellington street by taking steps to close and
consolidate the badly fragmented city block
between the Metcalfe and O'Connor Streets.
Reinvesting this site, left vacant and forgotten since
1979 is therefore of primordial importance
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THE CABINET

Conceived to re-invest the void left on the site since
the demolition of the Rideau Club, the National
Cabinet of Curiosity is literally designed as a open
cabinet that reveals a complex and rich sectional
organization around a series of curious situations
and eiements in the building. The hinge point
around which the cabinet is opened becomes an
important transitory moment in the building where
multiple programs directly meet and overlap
Finally, the opened up cabinet maintains the public
square while providing numerous activities that
might spitl into it or be observed from the outside..
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AUDITERRARIVM

The axis of the room, normally longitudinally aligned
within the building, can be flipped 90 by swivelling
the hinged wall - reminiscent of those present in the
painting gallery of the Soane House - to create a
new projection wall to the South and enabling the
stepped working platform to become part of the
auditorium. The room can furthermore be converted
again by stowing away of the retractable bleachers
creating a full floor open room with a 270 degree
balcony surrounding it. Here a second wall can also
pivot out to cover the retracted bleachers to reveal
a hidden service area with bars and rolling cabinets
that can be used to start scripting situations inside
the open floor room. Lastly, the unigue position of the
room under the cantilevering cabinet meeting room
gives overhead protection against the elements to
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the four thematic gardens - representing
- different ecosysterns and climates across
e Maritime Garden confronts visitors with
ted water feature suspend in the middie
ling. Self-enclosed and hidden from line
ym both the inside and the outside of the
e garden becomes a space of tranguillity
lection. It is proposed that the space also
od around a commissioned sculpture by a
promising Canadian contempaorary artist.
the garden is portrayed with a sculpture
' Hanson)

HIDDEN WATER FEATURE
SCULPTURE

OPENING IN EXTERIOR WALL
EXTERIOR WALL STONE CLADDING

RUNDERTWASSER WIC

SURREAL UNDERWATER BATHROOMS

The bottom of the very shallow water feature above
the bathrooms is fitted with two-way glass that helps
to double the visual depth of the water feature when
viewsd from above, while giving the illusion of being
underwater in the bathroom below. Faucets dropping
down from the glass ceiling also appear to be fed from
the pool of water above. Lastly, the glass facade facing
the public square is slightly frosted and a constant
stream of water cascading down assures a certain
level of privacy.

SCREEN STORAGE FOR CAFE

TWO WAY MIRROR/GLASS CEILING
DROP DOWN FAUCETS

CASCADING WATER FACADE WINDOW

INWECES



PIECEMEAL WALLS

The National Cabinet of Curiosities provides a series
of club rooms that various groups and organisations
may use to host a wide variety of workshaps,
discussions and meetings. The walls of these club
rooms are designed as cut out furniture pieces
that can be removed to enable users to physically
configure their own scenarios and settings. In
slowly de-constructing and re-building the walls of
the rooms, numerous visual connections are also
created between the different club rooms and the
rest of the building. Pendant lights hung from a grid
ot ceiling hooks may be configured to best fit the
constructions within while the hooks themselves
can also be used by the groups in the club rooms to
hang other props

STOOLS AND BENCHES

PENDANT LIGHTS

TABLE DOUBLING AS BILLBOARD

FLOOR WINDOW TO ATRIUM
DE-CONSTRUCTABLE CONNECTING WALL
KIT PIECE WALL

oVpwN =









BOREAL GARDEN

OPEN-AIR & DOUBLE-HEIGHT GARDEN

Symmetrically  echoing the projected Cabinet
Meeting Room on the East wing of the building,
a double height void was carved out to host a
suspended tree garden on the West wing. Within this
void, trees are planted in cylindrical planters that are
puncture the floor slab below and begin to inform the
unduiating landscape above. This organic blanket is
made of a bed of cedar chips while a series of circular
moss and grass inserts modulate the space. People
in need of a breath of fresh air my additionally gain
acress to a elevated footbridge that suspends them
within the crown of the trees while offering a unique
view of the Chateau Laurier and the Bytown Market,

GLAZED HALLWAY

EXTERIOR BELVEDERE FOOTBRIDGE
CYLINDRICAL TREE PLANTERS
CIRCULAR MOSS PATTERNS

LIGHT ROD PLEXIGLASS BOLLARDS

UENERVES



ematic garden in the building takes advantage of the space above the
2 meeting room and offers a pleasant sight to the users occupying the
> of the building rather than the traditional asphalt waterproof roofing
Mimicking the sparsity of plants i the tundra, the garden is staged
cks. gravels and mosses that also double as waterproofing elements
eting room below. Furthermore the space can be mounted with a
e stage (not shown) that can converts the garden into a grandstand
ce for grand public demanstrations or addresses. Access to the garden
ough the use of the window cleaning basket that temporarily can serve
; element between the building and the cantilevered garden.

TUNDRA MOSS AND GRAVEL GARDEN
INUKSHUK

WINDOW CLEANING BASKET
POLARIZED WINDOW BATHROOM

SECREET POILE

HIDDEN FIREMAN CLOSET

The National Cabinet of Curiosities contains a series
of hidden parts and elements ment to surprise users
and foster their sense of adventure and discovery. In
particular these elements are often used as methods of
introducing shortcuts in the promenade architecturale
of the building. Hidden behind pocket doors in the
cabinetry, a curious closet proposes a rapid way for
people to make their way back down into the building
What appears to be a handrail dissapearing into a wall
in fact turns out to be a fireman pole going down and
connecting two other floors.

1. SUSPENDED ANIMATION BOXES
2. STEPPED WORKING PLATFORMS
3. FIREMAN CLOSET
4. POCKET DOORS HIDDEN IN CABINET WALLS



TAYLOR CUBICLES

Countering the habitual separation of bureaucratic
work into small and non-correlated tasks that
ultimately leads to a dangerous lack of wvision,
initiative and comprehension, the offices of the
National Cabinet of Curiosities aims to create an
environment of constant surprise and cooperation
for its users. Work stations are placed in a long
continuous room where traditional cubicle separation
walls are replaced with automatic glass sliding doors
that effectively generate a plurality of stimulating
and accidental encounters and communications
between workers. Located at the center of this space.
a room equipped with sliding and rotating boards is
also created where workers may share and exchange
ideas concerning on-going projects and be kept
informed on the project their peers.

AUTOMATIC SLIDING GLASS DOORS
PANORAMIC VIEW INTO PRAIRIE GARDE
PROJECT BOARD(S) ROOM

CONES OF VISION

INDIVIDUAL WORK STATIONS

®
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PRAIRIES GARDEN

The last of the thematic gardens in the building is
situated between the 3rd and 4th floor. Bordered on
all sides by walls, it nevertheless remains open to
the sky above and acts as a light well towards the
core of the building. Planted with tall grasses and
wheat plans, the garden offers users a chance to
serpentine through a dense shoulder high array of
plants. Those not comfortable directly beating their
own paths through the garden may alsoc opt to use
and elevated wooden boardwalk that also features
a climbable watchtower offering a peak of the top
of the Peace Tower. Furthermore at this height
people find themselves suspended in the cloud of
fog that is intermittently dispersed over the field
mimicking the mesmerizing fog that setties over
fields in the fandscape and giving users a truly
unique experience within the building

TALL GRASSES

ELEVATED WOODEN BOARDWALK
WATCH TOWER

FOG DISPENSERS

WHEAT PLANS

®
@
®
©
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PART § ~ CONCLUSION

SCENARIC
INTERJECTIONS

POST-SCRIPT ON THE ARCHITECTURAL SCRIPTING OF NARRATIVES

T'he National Cabinet of Curiosity provided a near perfect platform
to investigate the scripting in space of a series of scenarios through
scenographic means, or what we have come call scenaric architecture.
Working from a position of a theoretical - or even clinical, if we are to
revisit the analogy of the petri dish - vacuum, it enabled the exploration
of an architecture hosting new types of actions and events in space
that were to be enacted and modified by the users of the building to
create radically new public spaces and processes. This ideal new public
institution and its accompanying program, manipulated in a self-
contained yet transparent and porous container, was certainly a very
ripe environment for our exploration. Yet, it is worthy to question the
potential impact of such an infrastructure and its capacity to challenge
the greater conditioning of space in our society today. How would users
traditionally accustomed to overly regimented and regularized spaces
react? Would they willingly interact with the building or simply not
understand that this is indeed a place where things can be touched and
lines can be crossed? Or worse would they eventually self-consciously
tune out these architectural moments, and let them slip back into the
background realm of their habitual?

To say that this problem of projection into the future is specific
to our exploration would be a gross overstatement. Indeed, whilst
venturing on the paths that attempt to redefine greater societal
constructs through speculative projects, many have gotten lured by
the daunting specters of architecture’s utopian pasts. Here, more than
ever, it becomes crucial to begin investigating methods of testing these
types of architectural explorations brought forth in this project and the
methods through which they may be used as concrete vehicles towards
tangible and instant social change. To come back to our analogy of the
petri dish, after having been observed, tried and tested in a confined
hermetic realm, it is time to open some of these petri dishes up to
take out architectural elements and bring them back into the public
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sphere. May we then begin to conceive of discrete architectural objects
capable of infiltrating public spaces that disseminate new methods of
interacting with space? Revisiting an earlier version of this project that
begin to imagine possibly taking some of these architectural props
and dropping them in public sites? Through smaller, decentralized
interventions, it is hoped that a wide range of projects could begin to
lead towards a new public consciousness of space while opening new
ways for people to creatively alter the fabric of cities. These projects
could create certain ‘mise-en-scénes’ that effectively reclaim the land of
people and henceforth developing new uses and demands for public
spaces and infrastructures.

curated interventions within the public square in front of the National
Cabinet of Curiosity, that would be able to later proliferate and move
onto other sites across the city and country. These mobile interventions,
or set-pieces, would almost form the basis of an actual architectural
vanguard testing the reach and span of these architectural techniques
and theories in attempt to ally architecture with the praxis of the
everyday life and create a system of reflective feedback loops for the
creation of a truly inclusive architectural project. Such architectural
strategies, certainly echo what Jeremy Till® now describes as spatial
agency, whereas new types architectural processes, strategies and
tactics, aim to transform the users into integral actors or agents
that are able to intervene and short-circuit complex social, political,
environmental and economical networks. In this sense, scenaric
interjections could be seen as momentary operations, planting the

seeds for a new type of (scenaric) architecture.
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