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Architecture’s Experimental Field generates a new understanding of 

contemporary conditions.  The urge to test boundaries is not an attempt to create a ‘new’ 

field, but rather to re-appropriate existing conditions.  Before examining architecture’s 

implied boundaries, it is important to deem architecture as a medium rather than a 

system.  Man’s medium.  As Peter Cook addresses in 1969, “It is said that the world has 

entered a state of greater activity and movement than ever before.”1  As designers, artist, 

architects, ETC., became aware and willing to break from modern statutes architecture’s 

symbols and zones became redefined.  Architecture became an experience about the body 

and/in space.  Architects such as Coop Himmelblau, UFO, Archizoom, and others pushed 

against Modern theory of design and began to defy typical functionalism.  As the allies of 

the original post-modern movement formed there are two relevant assumptions.  As 

technology and media rapidly moved into every home it also moved into the arts.  The 

integration of technology into households allowed for media to gain public power.  A 

new sense of information is available.  This new sense of awareness is directly correlated 

to architecture.  When media invades space, what has space become?  How does the 

spectator fit in space?  As technology and society evolve, prior assumptions must be 

challenged.  Archigram’s ‘Living City' (image 1) may suggest that the society and man 

can move as fast as the contemporary times.  Where as the group UFO parades giant 

inflatables through the public streets.  Architecture’s concerns of dealing with a body in 

space is not a new idea.  However, defining what a ‘body’ and what ‘space’ is has 

changed. The investigation and analysis of the first renegade experimentalists during the 

1960’s will prove useful in tracking its lineage to contemporary design. The insertion of 

available media in to society during the 1960’s spawned a new relationship between 

body, space, and representation. 

YIPPIE!  Taking a step back, outside the discipline of architecture, and 

investigating Hoffman and Warhol’s contribution to the blending of media and art 

coincides with 1960’s architectural experiments.  Hoffman’s political stance is of little 

importance to me.  However, his engagement with media and the power to reverse the 

roll of the figure, ground, and spectator is relevant.  The “pseudo-events,”2 that Hoffman 

																																																								
1 Cook, Peter. Architecture: Action and Plan. London: Studio Vista. New York: Reinhold, 1969. Print. 
2	Joselit, David. Feedback: Television against Democracy. Cambridge, MA: MIT, 2007. Print.	
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and the Yippies conducted had a political implication; no doubt, but beyond the politics 

lies a new engagement with art and media.  Using the 1967 Stock Exchange extravaganza 

as an example, Hoffman flung hundreds of dollars bills on to the exchange’s trading 

floor.  Resulting was a frenzy of greed and hysteria among traders.  This created real time 

actors, no script, just pure action.  Hoffman’s agenda was to engage the media while 

creating “life-actors,” real people being recorded with no scripts.  In fact, Hoffman 

should be responsible for the first reality television clip.  Conducting performances such 

as the 1967 Stock Exchange and the 1968 Chicago Convention were attempts to evoke a 

new media engagement.  This placed media in a new realm, an unfamiliar and more 

public territory.  This new engagement focused on evoking media through individuals or 

masses.  Prior to Hoffman’s media interventions the television had two programs:  fake 

reality (shows) and commercial ads.  The media, television especially, was not a 

conversation.  It was information being given to you; there was never a reciprocal 

dialogue, making media not real.  The introduction of Hoffman’s stunts brought a new 

genre to the televisual experience.  Instead of seeing actors read from scripts or watching 

an ad, Hoffman’s media depicted reality as it was happening.  There was now a one-to-

one relationship between the actions on the television and the spectator, whether the 

spectator was in the crowd or on his couch.    

Hoffman reversed the role of media portrayal though subjugation of reality by 

creating specific situations to receive unannounced outcomes.  This was his game.  Now, 

in parallel to Hoffman, Warhol also challenged how media conducted itself.  Similar to 

Hoffman, Warhol introduced subjects to a new level of reality.  However, unlike 

Hoffman’s deliberate actions to separate and reverse the figure-ground relationship, 

Warhol challenged the figure ground relationship by blurring them.  In 1960, before 

Hoffman’s events, Warhol already began to challenge media’s archetypes.  Joselit 

comments on Warhol’s 1960 TV painting (image 2),  “And yet, by veiling the reproduced 

ad with brushy fields of white paint, Warhol recedes it as an aesthetic object, suggesting 

an alternating current of commerce and art.”3  This first attempt to blur medias agenda 

continues to be a basis for Warhol’s follwing experiments.  Produced emotions via media 

is as such, scripted emotions and feeling in a movie are always more intense.  Preforming 

																																																								
3	Joselit, David. Feedback: Television against Democracy. Cambridge, MA: MIT, 2007. Print.	
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actors are always aware of what is next; this allows them to exaggerate feelings.  Being 

that actor’s artificial emotions are more vivid and powerful than reality begins to place a 

damper on real life emotions.  This is the conflict that Warhol begins to address in his art 

performances with Lou Reed and the Velvet Underground.  The Exploding Plastic 

Inevitable, EPI, is the first attempt to merge art, media, space, and spectator.  The EPI’s 

preformed/exhibited as live concerts (image 3).  They were projections/films of the band 

members; these films were projected on to the band while preforming.  This sets up an 

extraordinary situation that questioned reality.  As a spectator at an Exploding Plastic 

Inevitable performance allowed for a new definition of reality and incongruity that 

coexisted.  The new type of ‘strange’ being produced is not only from visual aesthesis, 

but rather the question of which is real, the performer or the film being projected?  The 

ability to question reality(ies); intern takes the reality out of both.  Two real-time 

activities (live performance and cinema) have now been ‘de-realized.’ 

The American art/media stance created and defined by artists like Hoffman and 

Warhol undoubtedly challenged and blurred in interchange between media, subject, and 

art.  Groups, overseas, like Archigram, Coop Himmelblau, and Superstudio began to 

utilize technologies and progressive thought to merge architectural theory and public 

media.  Eco states that, “It wasn't a sign of democraric openness, however, but an 

example of ideological confusion…”4  This confusion shortly found an answer.  Moving 

towards the architectural discipline, its imperative to understand the evolution of 

environment, specifically man’s environment.  Architecture, in the 1960’s, was expressed 

as one of many art mediums to express contemporary times.  Architecture was/is a 

conceptual notion of environment realized in built form.  Thus, artificial conditions exist 

because it is part of man’s intuition, artificiality must be reflected and challenged though 

realized work. Not far from Hoffman and Warhol’s mixed media experiments Coop 

Himmelblau’s work directly involves multimedia investigations.  The surge and 

exploration of multimedia and multisensory experiences within 1960’s architectures 

should not be a surprise.  As previously discussed, the availability of media changed 

																																																								
4	Eco, Umberto. “You Must Remember This.” Celant, Germano, Solomon R. Guggenheim Museum., and 

Kunstmuseum Wolfsburg. The Italian Metamorphosis, 1943-1968. New York, N.Y.: Guggenheim 
Museum, 1994.		
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society.  Everything from TV to radio can replace museums, school and parks.5  As 

media invades and changes previous notions of architecture, architecture must revert 

from the notion that ‘buildings’ are the only answer. Coop Himmelblau’s grounded 

bubbles and space suites created a new notion of a body in space. The new ideology of 

the spectator/user became personal and specific to its environment.  Enclosure changed, 

sometimes shared other times completely intimate and individual.  Although Coop began 

to re-appropriate typical enclosure, it is still enclosure in built form.  This is where they 

have not challenged them typical enough.  Although attributes taken from prior building 

ideologies remain, only the effects change.  The experiences and information of these 

effects are all that remains after media has been introduced.  Icons from Greek and 

Roman culture exist through the television.  Suggested by Hollein, if architects can 

accept and escape from the enclosed shelter, new freedoms will exist.  Advancing from 

the typical tectonics of a building will allow man to be the center of creating intimate and 

specific environments.   

As it has been established that in the integration of media can free architectural 

logic beyond built form, how does the subject redefine itself in space?  There have been 

two logical responses to this.  The group UFO in combination with Umberto Eco in Italy 

released a new notion of positive and negative space by introducing the inflatable as an 

object challenges inhabitable space.  Giant inflatables were paraded through the streets of 

Italy, but against contrary knowledge, they were only objects. They were not to be 

conceived as dwellings or enclosures, but interactive objects that exist in society.  

Massive lightweight objects, created by architects to engage society as a whole, but every 

subject has there own intimate emotion attached to the one object.  This effectively 

moves beyond Coop’s attempts to cage subjects in a bubble and continues to blur the line 

between figure and ground.  

On the other hand, early work by Archigram moves the power of enclosure to the 

individual.  Archigram excepts enclosure, but new archetype of enclosure.  Sadler 

explains that, “As Archigram put it in 1966, ‘buildings with no capacity to change can 

																																																								
5	Hollein, Hans. “Everything is Architecture.” [1968] Reprinted in Ockman, Joan, and Edward 

Eigen. Architecture Culture, 1943-1968: A Documentary Anthology. New York: Columbia 
University Graduate School of Architecture, Planning, and Preservation, 1993.  459-62.		
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only become slums or ancient monuments’…”6  When architecture redefines enclosure 

from being static to malleable at a user lever, it is no long bound to previous scrutiny.  

Allowing the subjects to control and manipulate space ignores hierarchy.  In 

disestablishing hierarchy, architecture reverts back to a social discipline.  Similar to 

Warhol’s manipulation of power, architecture is blurring the space and subject.  

The 1960’s radical movement in art and society allowed for and intermingling of 

disciplines.  As the contemporary changes ever so quickly architecture must keep up.  

Media infiltrated the everyday world, the definition of society as well as architecture 

drastically changed.  The notion of being fixed and functional evaporated in into 

renegades that expressed and experimented with immediate social agendas.  Television 

and media expedited the radical change to what space and body became.  Being able to 

view places that were thousands of miles away from your own living room, made typical 

building inept.  Coop Himmelblau attempted to redefine space with new technologies and 

special sequencing.  But to little avail it was still fixed enclosure.  A lesson can be 

learned from Warhol.  Quasi-Reality, or intuition of reality, created by Warhol blended 

the projected imagery with live performers.  The incongruity of self projected images 

coexisting on the actual self inexplicably questions how space and body engage.  One can 

see the contemporary connection in recent work by Doug Aitken (image 4).7  

Contemporary critics and practitioners such as Silvia Lavin and Hernan Diaz Alonso 

have begun to once again call for a new experiment.  Whether it is self-projected collages 

or experimentation with rituals and techniques, the root of experimental practices grew 

out of the 1960’s radicals.  The work that accumulated out of the 60’s is an extremely 

important step in the evolution of experimental work.  ‘Body’ and ‘space’ is not 

disappearing anytime soon, however, it is logical to learn how the previous groups 

adapted, experiment, succeeded and failed.  Media engaged the household in the 1960’s 

and in 2010 it is continuing to breed in society.  The introduction of Facebook, Twitter, 

and MySpace will only exacerbate the relationship between media and society.  

Architecture and the arts are again in a similar state as the groups in the 60’s.  There 

																																																								
6	Sadler, Simon. Excerpt. “Beyond Architecture: Indeterminacy, Systems, and the Dissolution of 

Architecture.” Archigram: Architecture without Architecture. Cambridge, Mass: MIT Press, 2005. 
92-125. 

7	Lavin,	Sylvia.	Excerpt.	Kissing	Architecture.	Princeton,	N.J.:	Princeton	University	Press,	2011.	22‐51.	
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should be no surprise to the resurgence of contemporary experimental architecture.    

As the role of mixed media that tries to work on us and the contemporary 

architecture, we shall have to respond critically to the public where the core relationship 

might have been. To dig into the body and the relationship to architecture we all need to 

understand the fact that architecture is slowly beginning to supplant the visual arts in their 

wanted role as the same provocative   politically in the other side of society. As a 

neighbor movement, the greatest demonstration affected continentally is referred to the 

Viennese Actionists. They are the most important Austrian contribution to international 

avant-garde developments in the sixties which their body analysis of works and 

manifestoes prevailed the social order at some points paralleled to some architectural 

works. If we are observing closely to the previous body of works from Coop 

Himmelb(l)au, we should see the relationship that all the element of architecture 

transpires to the core space and the working processes as Coop Himmelb(l)au implied 

“We simply started to replace the spoken language, with which we were accustomed to 

communicate about the project, with more rapid language of the body. That is, Helmut 

and I no longer talk; indications are enough, gestures.”8  It’s obvious enough to match 

that the painting done by Austrian group is not so much to the painting produced by artist 

as a participant in the process of production, as a witness to creation rather than as a 

creator. In order to get to my point why it’s so crucial to bring about the Viennese 

Actionists, I need to back up a little bit to the Viennese culture. The residents of Vienna 

are quite afraid to see modern architecture as much as any modern and critical 

movements. So there is to say it’s such an effective way just to confront the society with 

the critical and politically provocative movement. To some extents from Gunter Brus, 

one of the Viennese Actionists, his painting or tableaux, self-painting(image5) and self-

mutilation address that the body occupies the center of a clearly defined space and the 

scratched and degraded fabric as to the almost destruction. Hence the project debuted in 

the period after the Viennese act, Coop Himmelb(l)au said once for “ It is very easy to 

explain Deconstructivism: architecture must blaze. It is an explanation for 

																																																								
8	Coop Himmelb(l)au.	Architecture	in	Transition:	Between	Destruction	and	New	Modernism.	Edited	by	

Peter	Noever.	Printed	1991	by	Prestel,	Munich	p.21.		 
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Deconstructionvism, which should not be confused with destruction”9 and that is how the 

“Flame-Wing” (image6) project was organized to burn in 1980. Continuing to the body 

work, the Heart Room(image7)  is a good sample of work which was designed and built 

in 1969 with the other such as the sculpture that translates the movements of the face, 

which are the natural façade of the emotions into light and sound.  

Furthermore, the Hard Space project of 1970 that Coop Himmelb(l)au triggered 

explosions with the heart-beats. These interaction between mixed media and the body 

work in relation to space advance them to the next level of the space invention which was 

not the technique from one day to the next but it was nurturing for a long time and again 

when these experiments and elements of these sculpture are mature enough they will be 

used later to be parts of the buildings which extends his gesture and the experiment of the 

various of media coming to play. As a result, Coop Himmelb(l)au already created the 

new styles of communication that had never been done before so too from the Austrian 

Actionists’ attempts to bribe the “artist” and thus to rehabilitate the revolutionizing “art.”    

Moreover, after the flaming debut, it opened up the paradigm of “open 

architecture” to achieve the image that is essential for success in the city. As the Hermann 

Nitsch’s radical idea of ‘total art’ the mystical experience involves all the senses. Like the 

dead bull performance which he said it’s not the hamburger you are eating. The death of 

bull offered an opening to the neutral path. Hermann Nitsch believes that no one is an 

actor, everyone is a participant (image8) and all the events that occur during the action 

happen with no directed scripting of what will occur beyond the basic event. The “open 

architecture” developed by Coop Himmelb(l)au as well, it’s not ideal for the architect as 

a performer or a pure architecture but it’s all about participation. To Coop Himmelb(l)au 

the “open architecture” means architecture without fixed purpose, it’s self-sufficient 

structures incorporated with multi-media that form differentiated spaces rather than the 

typical spatial organization, spaces that are not pinned down the function for the future 

alone but spaces that offers the wide range of possible programs to serve users during the 

change of time. It’s a successful gesture since if we simply look at the nowadays 

																																																								
9	Coop Himmelb(l)au.	Architecture	in	Transition:	Between	Destruction	and	New	Modernism.	Edited	by	

Peter	Noever.	Printed	1991	by	Prestel,	Munich	p.30.		 
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archetype like “loft” with the durable bare concrete and high ceiling which are vulnerable 

to any design extents and ready to be fulfilled with the imagination. No reason to be 

specific here because the effect is global and clear for the invention of shell structure, 

which one might slip for the swallow overlaid media, that is not dedicated to a particular 

use. I’m decoding to the solid point of the integration of the mix media to the core of the 

real spatial experiments that aim at the architecture of the mind and the senses of the 

participants. Differentiated from the contemporary installation art and the criticism from 

the Briony Fur’s essay, Coop Himmelb(l)au’s experimental space is a result of the 

separation of head and body, thinking and being. The virtual space here, compared to the 

fast produced multi-media art fully relied on the technologies, here is becoming the 

sphere of activity for the life of the mind. First, Coop Himmelb(l)au is aware deeply of 

the cultural tradition in Austrian architecture and the movement from the Viennese 

Actionists, so influential that it boosted this distinctive abstract body of work to the point 

where ones have ever expected.    

According to another Viennese Actionists, Otto Muhl founded a commune in 

Vienna and his experiment was an offshoot of the ‘Aktionismus’, a Viennese version of 

the happening in New York. As many artists proceeded to complement the revolution in 

art with a revolution in life itself. So the effort here was to lift all kinds of taboo in art. 

It’s reflected to what Coop Himmelb(l)au has endowed to its design with an energy for 

spatial sequence and a tendency to level up strongly to design more interesting and 

complex spaces rather than simplified boxes. Amusingly, as Rem Koolhaas says: “You 

people at Coop Himmelb(l)au are too sculptural for my taste, I am pragmatic, I only build 

cubes, for that is abstract and logical.” It’s one way to prove not necessary to the success 

but to the revolution in the new realm of architecture deeply rooted in the inmost 

structure of the designer’s personality, which doesn’t shun to the public or majority but 

eventually will be realized from a free society. Consequently, it unmistakably leads Coop 

Himmelb(l)au and the Viennese Actionists both in different time to the global scene from 

their unique echoes. Their passions have something with an obsession and enjoyment and 

that where the multi-media literally can come into play as a dynamically exciting mixture 

in a slow process of work as, we all know, architecture.   
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Muhl’s obsession with ‘life’ as an artwork had to mask his failure as a painter but 

could be why he is making impression to the body of work itself rather than at the 

pleasure of making one. The result is because he wanted to turn his life, body and soul 

into a work of art so it had much to do with his failure on the canvas (image9.) So the 

shift from art to life tends to reinforce itself without sympathy. Affected to Coop 

Himmelb(l)au and the steps that make up its very personal theory of architecture, the shift 

without sympathy. As it is stated “It does not go without saying that one has to like Coop 

Himmelb(l)au’s architecture. In fact generally speaking no one in our world has to like 

this or that architecture, indeed any architecture. In fact you could absolutely hate the 

architecture that is being introduced here for its strident, egocentric approach.”10 

It means that it’s not necessary to like Coop Himmelb(l)au’s and Viennese 

Actionists’ works but at least the works are representing the high degree of hopeful social 

(not only formal) quality and deep political gesture embedded in the strong body of space 

not by solely playing with the sets of media to draw the attention from the audience, but 

oppositely they are calling for a closer scrutiny.  

As architecture is blurring the space and subject into “smoothness” and the media 

that make architecture seem to be so swallow in a way, on the other hand, “smooth 

space” is the high card that Coop Himmelb(l)au used to play from the very first design 

game. And in that role it’s actually intended to create room and breathing-space for 

“smooth,” however, it is becoming so dangerous nowadays when adopted from different 

points of view, tools, techniques, technologies and especially designer who manipulates 

all these factors. Then let’s look back if the building for multinational if it were to be 

built in Vienna by Coop Himmelb(l)au, it would be the architecture that stabilizes the 

system and as to say that Coop Himmelb(l)au’s building is concerned with more than 

surfaces: it seeks out from the freedom of restrain in the mind spaces and tries to set off 

the osmotic, derestricted processes between building and city. To make it all wrong for 

interpretation, it’s a thin line that that sort of the project like a ‘hot plane’(image10) soon 

will become so commercialized by the advertising purposes. Therefore, it could leave an 

																																																								
10	Werner, Frank. Covering + Exposing the Architecture of Coop Himmelb(l)au Printed 2000 by 

Birkhauser. P. 199. 
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ugly strain for the role of media and architecture. With that, those complexity and 

transient effect embedded in the spatial quality and organization will become 

meaningless after all.  

Another characteristic that reveals how those bodies of work and the other mixed 

media interplay with the certain design is the iconography as dead animal, bare light bulb, 

colored liquids and bound objects. Interestingly, Rudolf Schwarzkogler is one of the 

Viennese Actionists that is known for his series of closely controlled action. He is after 

“Body Painting” from Yves Klien  so as Coop Himmelb(l)au who is interested in the 

“Body Prints” instead which become an abstract “drawing patterns.” Because the 

provocative design here integrated with the media means incorporating bodies and vice 

versa. If this incorporation were to function, it would be a daring move, as it would 

endow design something like eschatological traits similar to Rudolf’s works. Totally, in 

the abstract drawing pattern such as the sketch from the “our bodies dissolving in the 

city”, the bodies lose their characteristics in this process and that implication, including 

some other media, dematerializes into a strange laying if traces both inside and outside, it 

refers back to the bodies in “reflection.” Same as the architectural bodies, they once 

disappear and then come back to themselves in dematerialized form or without perceiving 

the skin or the media – completely invisible. Furthermore, the photographs paralleled to 

the reflection which are the most fundamental used as media are the playful strategies as 

to say the pictorial tableau with a theatrical scene by Barthes. From the tableau to space 

and the beginning with the installation space by Kusama Yayoi: Aggregation: One 

Thousand Boats Show and Oldenburg’s work: Bedroom Ensemble enchanted the media 

to the core body of work. From close scrutiny, they are successfully harnessed as a 

transformation, distortion, dramatization and etc. The transformation from the 

movements has become a transformational device that can applicably repeat the interval 

space either equally or independently.  

It might be too naïve to decode the works of Studio Prix, University of Applied 

Arts, Vienna in lieu of Coop Himmelb(l)au recent works, but as well in order to see the 

transition of the manifestation of culture that Coop Himmelb(l)au passed along we will 

need to again voxelize these both extremes, the almost first generation of work and the 

younger generation working closely into the core culture how the design is nurtured 
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theoretically not for the stylistic agenda.  The risky reflection of anti-intellectual stance 

still stands up for its own weight whether it’s the computational strategy or the 

representational technique load as a media for the development of the building skin. 

Firstly, it acts as a metaphor for architectural program at first, by referring to events or to 

people. However, the allegorical form will work its way to explain the moves introducing 

the control of architectural argument whether the subject is conceptual, theoretical, 

technical or financial. The goal is to warmly integrate and further develop the idea of 

complex space from the outside-in and keep the dialectic between the ‘tangible’ program 

as body and the ‘abstract’ as media which all are constituted as an “open architecture” 

that serves as a foundation for the development of a new formal architectural language. 

Ultimately, it is not a spoken language that’s mumbling for the slippery skin but it’s a 

body gestures that disturb us in the way that encounter a heterotopia of a social condition 

and make visible the unseen, actual, possible lines and force fields of a city. Absolutely, 

it’s not always for kissing. 

The integration of multimedia has influenced architecture greatly, from the time 

of Archizoom to Super Studio and UFO and now into contemporary architecture.  As 

technology advances and becomes fleeting, it encourages experimentation and an 

immense desire to push the boundaries of what the body means in relation to architecture 

today.  In the past, whether it was a juxtaposition of images and mediums or radical 

sculpture, the context is still being questioned.  Contemporary architects such as Hernan 

Alonso Diaz, Bernard Tschumi and Silvia Lavin continue to push the ideals of the 

radicals and revolutionaries of the 60’s by incorporating new media which in effect 

produces new effects on the body.   

In the past, Hans Hollein and Walter Pichler, two major radical figures, produced 

a manifesto, “Absolute Architecture” (Image 11)which shares many ideas still relevant 

and practiced in contemporary experimental architecture today.  Both stated that 

architecture was a “ritualistic expression of pure, elemental will and sublime 

purposelessness.”  They experimented with sculptural architecture and pneumatic 

environments, similar to Coop Himmelblau.  He encouraged the use of media to 

influence architecture and to move beyond its own physicality.  Media has created a new 

relationship with the body, one that changes our perception of the	built	environment	
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around us.  Our interaction with space calls for more complexity and transient effects, 

especially with the media available, from complex computer modeling and advanced 

rapid prototype fabrication.  Recent works of architecture, especially that of an 

experimental nature, have progressed from the built to more territories ranging from the 

virtual, installation and animation. Achitecture no longer has to have a physical foot print, 

it can exist in the digital and virtual realm.  As a result, advanced media and our ability to 

push technology has resulted in a seduction through images, with the role of the 

architectural image dominating now more than ever.  Rem Koolhaus’ collages to 

Archizoom’s has been updated with the render software and 10cinematic Hollywood 

special effects. 

This experimentation and future thinking is similar to Hernan’s exhibition at	

11P.S.1’s Young Architect Program “Sur”(Image 12,) the interest in “abstract 

complexities, infrastructures of unspecified function and scale gave a potent image to an 

iconoclastic and visionary architecture.”  Hernan is influenced greatly by cinematic 

effects and music.  The idea behind the P.S.1 exhibit was to develop the project as a film 

sequence instead of just an architectural piece.  He describes Sur as a project influenced 

greatly by science fiction aliens and cartoons.  Similar to Peter Cook and Achigram’s 

comic book influences, Hernan implements cinematographic effects with respect to the 

overall form and aesthetic with influences in comics and cartoons.   His forms are 

skeletal, continuous and the exhibit allows for the user to deem the function.  Geometries 

touch the ground to imply seating or other functions and some elements reach to the sky 

to create enclosure in a non-discrete manner.  Architecture as a media, the ability to 

communicate to the body, became autonomous, no longer needing typical building 

enclosure with this project. This created a more open ended system which left use and 

function up to the user. Experimentation and fabrication made that a reality. 
																																																								
10 Hagberg, Eva.  “Hernan Diaz Alonso’s Critical Architecture.”  Metropolis Magazine.  June 2005.  22  

December 2011.   

 < http://www.metropolismag.com/story/20050613/hernan-diaz-alonsos-critical-architecture>  

	
11 Chalk, Warren; Cook, Peter; Crompton, Dennis; Greene, David; Herron, Ron; and Webb, Michael (with 
cover design by Chalk, Warren). Archigram 4: Zoom Issue, 1964. 
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Peter Cook in Zoom, wanted to search for ways that architecture could transcend 

the mundane with their “Space-Comic,” declaring “its reality is in the	gesture, design and 

natural styling of hardware new to our decade.”  He questioned if the space-comic’s 

future could work with built architecture and incorporate the dynamic qualities seen in 

the playful comic and futuristic cartoon images.  Similar to Peter Cook, Hernan channels 

imagery and sensations associated with cinematography and advanced visual special 

effects.  This need to pull influences from a more free and dynamic media and 

incorporate it into what seemed to be a boring architecture created the need for 

experimentation for a new interactive and digital architecture. 

Hernan’s interest in rituals, from animal sacrifice and altering of flesh sets the 

back drop for his X-Lab Studios at Sci-Arc.  Investigation of the alteration, slicing and 

reconfiguration of flesh influenced the design of a simple unit component which was then 

to be multiplied to create a massing.  The mutilation of pieces, chopping and 

reconstructing creates new effects, grotesque and sensual, thus having an impact on the 

body.  New techniques place the body in direct relation to the butchering and mutilation, 

creating a catalog of rich geometries unique to the process.  Within the work, one 

witnesses the blurring of form, function and autonomous organization.  The body cannot 

perceive all of the pieces as one which 12results in multiple readings of the same 

sculptural figure.  Almost like a film close up of an elaborate costume, the perception of 

the whole to the part becomes more ambiguous.  Hernan discusses the movie Alien and 

how new media effected our perception of the monster.  In the beginning before 

computers, the whole alien was never disclosed, but as technology in computers as a 

media made it possible to see the entire monster swimming in the water.   New media 

created novel and multiplied effects in media disciplines which transferred over to the 

realm of architecture, affecting the body through communication and perception. 

In relation, going back to the 70’s, Bernard Tschumi’s “The Manhattan 

Transcripts” (Image 13) challenged traditional representation and communication by 

using innovative media techniques in cinematography such as framing the scene, 

sequencing and choreography in his images.  By combining multiple elements of space, 

movement and event, he created a new relationship based on cinematic experience.  A 

																																																								
12	Tschumi,	Bernard.	Architecture	and	Disjunction.	Massachusetts:		The	MIT	Press,	2001.		153‐168.	
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different reading of architecture resulted from the combination of scale and technique, 

one which made the body’s relationship to the work change.  Difference from past use of 

collage from the 60’s, new media’s effect on Tschumi’s images incorporated time and 

movement.  He went beyond typical architectural representation to introduce elements 

not physically seen by the human eye in architecture.  By layering transient effects within 

the images, the body could interpret rich layers and readings of multiple streams of 

information.  Space and use with conjunction to program and event were communicated 

in a new way to challenge traditional architectural representation.  One could situate 

themselves within the drawings and interpret multiple streams of information. 

Tschumi’s images created a new way to interpret and read traditional architectural 

drawings by incorporating cinematic experience.  The images cover different scales, 

scenes, movements and framing techniques similar to stills of a movie.  The images flow 

as if they follow a script on a movie set.  This allows for more participation and 

interaction with the body in relation to space.  One is allowed to read several dimensions 

of information and, similar to perceiving a movie, allows for a better visualization and 

understanding of space.  The viewer could see themselves inside of the architectural 

drawing, even though there was no physical of built body of the the project.  This 

architecture expanded beyond the boundaries of the built, still giving effects of the 

physical but through different media techniques. 

13Like Tschumi, Sylvia Lavin explores architecture’s interactions with other 

media and the effects on the body in “Kissing Architecture.”  Sylvia claims that the 

interaction of several media helps to advance the field, even mentioning the beginnings of 

the process with the pneumatics of the 1960’s.  The new surge of video projection and 

architecture has become significant recently due to advances in video art and the effects 

are multiplied when they interact with other forms of media.  As stated earlier, Tschumi 

incorporated time, sequence and movement in static images similar to the effect video 

installation and projection with literal moving images.  The projected image onto 

architecture, as seen in the exhibit Sylvia focuses on by Rist called “Pour Your Body 

Out,” (Image 14) allows mediums to be perceived independently, just as Tschumi’s 

																																																								
13	Lavin,	Sylvia.	Excerpt.	Kissing	Architecture.	Princeton,	N.J.:	Princeton	University	Press,	2011.	22‐51.	
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factors were to be perceived independently.  The projection of images onto an 

architectural surface allows the static building to move beyond the problem of envelope 

or enclosure.  Rist’s video image sequences	were projected onto the surfaces of MOMA 

New York, replacing the cold white typical gallery walls with rich imagery, sound, color 

and environment.  The relationship the body had to the building was more interactive, 

creating a world of sensory interpretation and stimulation.  The media encourages a much 

needed element of the ephemeral and intensified experience, to liven up the traditional 

museum familiarity.  The body and architecture interact, meaning they rely on one 

another and coexist.  Traditional notions of figure ground relationships are challenged as 

the viewer’s senses and perceptions are actively roused.  The viewer becomes part of the 

exhibit, becoming lost in a world that combines multimedia with architecture.  The 

austere, traditional museum was transformed into a sensory playground, drawing and 

pulling in the viewers and inviting them to partake in the exhibit.  This harmony of 

architecture and media created a new relationship with regard to the body and space.   

The goal of the mentioned subjects is the desire to push architecture beyond its 

boundaries, beyond its own envelope into another realm of less static and more transient 

properties.  New media creates ease and less of a physical trace with the advancement of 

technology, social media and our everyday lives, which has an interesting effect on the 

notion of architecture as permanent and monolithic. As technology advances our 

perception of space changes and becomes less stable and more transitory.  As a result, 

contemporary architecture, traced from the time of 60’s radicals, desires experimentation 

and dabbling in mixed media to create novel and adaptive architecture, adaptive to our 

social and cultural needs.  In a contemporary sense, projection, sculpture, video and other 

media covered throughout this essay are not restrained by the rules that architecture is 

bound to.  Media can transcend surface, move at the speed of light and become as fleeting 

and boundless as it wants, without taking rules, gravity or enclosure into consideration.  

The desire to merge these effects with architecture has an interesting consequence on the 

body, created unique and multiplicitous readings 14and interpretations, placing the body 

																																																								
14	Hollein, Hans. “Everything is Architecture.” [1968] Reprinted in Ockman, Joan, and Edward 

Eigen. Architecture Culture, 1943-1968: A Documentary Anthology. New York: Columbia 
University Graduate School of Architecture, Planning, and Preservation, 1993.  459-62.		

	



	

	 17

beyond the traditional territory of architecture.  We no longer have to stand inside of an 

enclosure to experience architecture.  Just as Hans Hollein stated that architecture is 

everywhere, the role media has played in pushing architecture and our perception of 

space has done just that.  

	

	
	

	

	

	

   

Image 1 
Archigram ‘Living City,’ 1964 
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Image 2 
Andy Warhol “TV $199” 1960	
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Image 3 
EPI @ the Dom, NY 1967 
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Image 4 
Doug Aitken “SleepWalkers” MOMA 2007	

	

	
																																					

Image 5 
He developed a technique of black lines to be symbolic for separation: "A hint of the vulnerability of the 

body and an analytical symbol" 
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Image 6 
Graz, Austria, Blazing Wing, installation in the Technical University 1980	
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Image 7 
Heart City, installation, 1969	

	

	
Image 8 

Hermann Nitsch’s radical idea of ‘total art’ the mystical experience involves all the senses	
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Image 9 

one of the Otto Mühl’s painting 
 

	
Image 10 

Hot flat city apartment building, 1978	
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Image	11 
“Alles Ist Architecktur,” 1965	

	
	

	
	

Image	12 
Xefirotarch : Improbalities :  Riding the SUR, 2005 
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Image	13 

Bernard Tschumi, “The Manhattan Transcripts,” 1976-1981 
	

	
	

Image	14	
Pipilotti Rist, “Pour Your Body Out,” MOMA NY, 2008	
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