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Misunderstandings
This project is about misunderstandings in architecture 
history, design processes and representation techniques. It 
has developed from being a playful attempt at inventing a 
different view of history to becoming an investigation of in 
what ways misunderstandings can be used in a design process. 
By letting a number of drawings, taken from historical 
misunderstandings,go through a series of translations that 
gradually transforms it into something entirely different 
the project illustrates how the means we use to represent 
something is changing or adding to the result. With the 
method to try to let these chosen techniques determine the 
outcome, it also has become a way of tricking myself into 
making intuitive decisions.

MISUNDERSTANDING HISTORY

I am discovering history through the thesis that a lot of 
important ideas and buildings have come about as a result of 
misunderstandings. I will describe a number of situations in 
the history of architecture where I think misundertandings 
have been a generative force. This means that the there is a 
FHUWDLQ�DVVXPSLWLRQ�RQ�ZKLFK�GHVLJQ�GHFLVLRQV�RU�LQÀXHQWLDO�
theories are based that are later proved to be false or 
generally considered to be wrong. What seemed to be the given 
result of a certain condition, when that condition is false, 
turns out to be a very imaginative invention.

To justify one’s work by referring to history, science or any 
other kind of knowledge is very helpful when making things. 
But in every understanding of the history there is a will to 
see certain intentions that are in accordance with one’s own 
view. A misunderstanding is always made through a certain 
¿OWHU�RU�D�SDUDGLJP��

MISUNDERSTANDING ARCHITECTURE

In my misunderstandings I thought about the techniques of 
representation as corresponding to these paradigms. The 
language of an architect is mainly drawings and models and it 
is in the translation from one to another that the misreading 
can happen. From each of the historical misunderstandings a 
drawing is chosen that is used as a starting point. From the 
drawing a process of different kinds of misunderstandings 
gradually changes the object into something different. It 
has been an ambition to choose the techniques in order to 
investigate the gap between analogue and digital. For each 
new model the original story is misunderstood according to 
the model and so it is an interplay between text and object 
and between representation and imagination.

MISUNDERSTANDING TECHNIQUES

1. Original drawing 

The drawings I start with are scanned images of varying resolution. They 
all relate more or less directly to the histoical examples.

There are several ways of using a drawing. The drawings of 
step 1 are treated as independent objects or artefacts that 
we don’t know what they refer to.

2. Tracing and cutting

The drawing is traced. All lines have the same meaning regardless of 
weight and they are all cut in 1 mm cardboard with lasercutter.

At the beginning I thought about ways that the language of 
drawings can be misunderstood and generate something else 
WKDQ�WKH�LQWHQGHG��7KH�¿UVW�PLVXQGHUVWDQGLQJ�LV�EDVHG�RQ�DQ�
imaginary gap in human knowledge as if the collective memory 
had been erased for a few generations and only fragments 
of how to think had survived. There is still a vague idea 
that the 2-dimensional should be transformed into something 
3-dimensional but the abstract thinking, to understand the 
drawing as a cut in one dimension through a building is gone. 
Instead the drawing itself physically becomes the model.

3. Assembling model 

The pieces are assembled into a model. 

In this step there is a lot of freedom to rearrange and 
recreate. The cutting of the pieces was the misunderstanding 
while the composition of the pieces becomes a guessing-game as 
a result of it. I started building intuitivly and afterwards 
WULHG� WR� GH¿QH� KRZ� LW� KDG� EHHQ� GRQH�� 7KH� SULQFLSOH� ZKHQ�
building the models was to make them as large as possible but 
still compact and stable and as 3-dimensional as possible, 
but still keep some of the qualities of the drawing. In the 
drawings that had a strong orthogonality or symmetry this is 
still present in the models.

4. Drawing 

A drawing is made from the model by rearranging the parts of the 
original drawing. 

By making drawings of them, the models are acknowledged as 
SLHFHV�RI�DUFKLWHFKWXUH�DQG�JHWV�D�YDOXH�WKDW�TXDOL¿HV�WKHP�
to be the source of the next misunderstanding.

5. 3d scanning 

The model is scanned with the app 123d catch that transforms a series 
of photos into a 3d model. 

Here the misunderstanding is performed by the computer. This 
is a technique chosen because of its poorly suited for the 
WDVN� WR� GRFXPHQW� DQG� UHSUHVHQW� PRGHOV� PDGH� RI� ÀDW�� WKLQ�
and shiny surfaces. Its reinterpretation changes completely 
the character of the objects. The soft organic shapes are 
created where the computer attempts to make sense of a pile 
RI�FRQIXVLQJ�ZKLWH�VXUIDFHV�E\�WU\LQJ�WR�¿OO�LQ�WKH�SDUWV�
that are open. This gives the models an irregular organic 

quality. The defects of the scan also make the too thin 
pieces disappear in some parts while making it thicker in 
others, which make them loose their symmetry.  The 123d catch 
introduces the model into the digital world, where geometry 
FDQ�EH�LQ¿QLWHO\�FRPSOH[��$W�WKH�VDPH�WLPH�WKH�YROXPH�WKDW�
is produced is very random, since the app bases its model on 
photos, the light conditions and the surroundings have a lot 
RI�LQÀXHQFH�RQ�WKH�UHVXOW��7KH�PRGHOV�DSSHDU�DOPRVW�DV�LI�
there is a structure inside that has been draped in a soft 
material, but in certain points it is visible as it stretches 
and pushes the encapsulating skin.

6. 3d printing

The 3d models are printed. 
When printing nothing should be thinner than 2 mm, otherwise 
the material will be too fragile. Because of this nothing 
can be the same as in the cardboard models from step 4. The 
models have to have a certain mass in order to stay together. 
As the models rematerialize in a new shape, the skin that 
seemed soft becomes hard and structural. 

7. Drawing

A hand drawing is made of the model from all sides
As the model is now in the physical world I am trying 
to understand it and represent it in a physical way.  To 
grasp the complex shapes of the models I tried to draw them 
correctly from all sides. 

8. Construction drawing

$�ƓOLJUHH�VWUXFWXUH�LV�GUDZQ�WKDW�FRUUHVSRQGV�WR�WKH��G�SULQWHG�PRGHO��

The last misunderstanding is interpreting a different origin 
of the shapes, ignoring the knowledge of how they were made 
and assuming they are constructed in a way that can be 
EXLOW�PDQXDOO\���$W�¿UVW�,�WULHG�WR�PDNH�D�WZR�GLPHQVLRQDO�
drawing from looking at the hand drawing and the model.  This 
EHFDPH�PRUH�GLI¿FXOW�ZLWK�WKH�PRGHOV�WKDW�KDG�D�OHVV�FOHDU�
RUWKRJRQDOLW\��+HUH�WKH�GUDZLQJ�LV�XVHG�DV�D�WRRO�WR�¿JXUH�
out how to translate the 3d printed models to a different 
kind of structure. 

9. Model

A model of 3 mm sticks is made from the drawing 

10. Building

The model is scaled up 10 times and built in wood
The process is now changing from being an open search to 
having a clear purpose, the fabrication of a larger object 
that will become the end result. The drawings now relate in 
the more traditional way to its object as being the precedent 
of a building.

11. Skin

The structure is covered in a stretching fabric
The object is becoming a closed volume with a surface, skin 
or facade.



Villa Rotonda is perhaps the most 
famous of Palladio’s villas. In the 
16th century the landscape of Veneto 
was very wet and swampy. This was 
the main reason for the tradition to 
keep a distance to the ground by 
raising all houses on pillars. Palladio’s 
DUFKLWHFWXUH� LV� EDVHG� RQ� WKH� ßYH�
DQFLHQW� RUGHUV� ZLWK� WKHLU� ßYH� W\SHV�
of columns. This villa has all the 
ßYH� RUGHUV� DQG� FDQ� EH� XVHG� LQ� ßYH�
different ways according to the need 
of its inhabitants. This versatility was 
a result of the free attitude to the use 
of architectural elements. Depending 
on which order one want to use as the 
base, the house can be turned so that 
what is a wall in one direction becomes 
àRRU�DQG�FHLOLQJ�LQ�WKH�QH[W�

Misunderstanding of antiquity
Rudolf Wittkower points out the link between 
Palladio’s villas and his misunderstanding of 
early history.1 In the preface of the First book of 

architecture, Palladio explains that he intends to 
begin describing the private house since he thinks 
the it was the origin of all architecture. “I thought 

it would be very convenient to begin with the 

private houses, because one ought to believe, that 

WKRVH�ƓUVW�JDYH�ULVH�WR�SXFOLF�HGLƓFLHV��LW�EHLQJ�YHU\�
SUREDEOH���WKDW�PDQ�IRUPHUO\�OLYHG�E\�KLPVHOI��EXW�
afterwards, feeling he required the assistance of 

other men, to obtain those things that might make 

him happy, (if any happiness is to be found here 

below) naturally sought and loved the copany of 

other men: whereupon of several houses, villages 

were formed , and then of many villages, cities, and 

LQ�WKHVH�SXEOLFN�SODFHV�DQG�HGLƓFHV�ZHUH�PDGH�”2

Appearantly Palladio believed humans built houses 
for themselves before they became social creatures 
and started to form groups and societies and build 
cities.  Since he had not seen any private houses 
from ancient Rome, he guessed that the exterior of 
their houses looked more or less the same as the 
temples. The actual residential buildings in ancient 
Rome had very simple and unornamented exteriors 
DV�DUFKHRORJLFDO� ƓQGLQJV� ODWHU�KDYH� VKRZHG��7KH�
idea that the elements of ancient temples were the 
basics of architecture and could be used on any 
kind of building became a truth and has been one 
of the basic principles of the classical tradition in 
architecture. 

1 Rudolf Wittkower, Architectural principles in the Age of 

Humanism, p 74

2 Andrea Palladio, First book of architecture, The Author’s 

preface to the reader

1

4
5

This is a typology that was common 
before people started to live together 
in groups. Everyone was on their 
own, sometimes in small families, 
seeing other poeple as a threat and 
one was never sure of when enemies 
would appear. It was easier to protect 
a house that was elevated above the 
ground. When the movable legs 
were invented, there was always the 
possibility to escape as the house 
could walk away. If there was lack 
of space or if one villa was feeling 
threatened or trapped, they could 
EH�VHHQ�ßJKWLQJ��NLFNLQJ�HDFK�RWKHU�
with the legs.

Villa Rotonda, ANdrea Palladio, Second book of architecture
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Misunderstanding of function 
Comparisons of buildings and machines were 
done by several historians in the early years of 
modernism starting with Horatio Greenough, who 
especially found ocean liners a suitable inspiration 
IRU�DUFKLWHFWV��9LROOHW� OH�'XF� WDONV�DERXW�KRZ�WKH�
beauty in these objects originates in the fact that 
they are the physical expression of a movement 
and that they are designed for one clear purpose. 
This statement proves the inaccuracy of the 
DUFKLWHFWXUH�PDFKLQH�DQDORJ\�� VLQFH�DUFKLWHFWXUH�
can never have only one simple purpose and is 
also usually not expressing a movement.1 

In spite of this, the association of architecture 
with machines and vehicles, was taken up by Le 
Corbusier in his Towards a new architecture that 
is illustrated with aeroplanes, ships and cars. This 
book is generally considered to be one of the 
major advocates for the idea that functional forms 
are beautiful. But for le Corbusier engineering is 
RQH� WKLQJ� DQG�DUW� LV� DQRWKHU� DQG�KH� VSHFLƓFDOO\�
points out that “when a thing responds to a need 

it is not beautiful.”2 It might have been the famous 
quote “The house is a machine for living” that 
caused this misunderstanding but also the preface 
by Frederick Etchells who translated the book to 
English, as he describes how le Corbusier makes 
the reader see the functional aspect of buildings 
like Parthenon or St. Peter’s in Rome.

One of le Corbusier’s projects that has somehow 
WKH� HIƓFLHQF\� RI� WKH� PDFKLQH� LV� WKH� IDPRXV�
housing block Unité d’Habitation.

1 Peter Collins, Changing ideals in modern architecture, 
The Mechanical Analogy, p 162

2 Le Corbusier, Towards a new architecture

Because all the land in France 
was already built on, le Corbusier 
constructed an apartment block 
that could travel around on the sea 
even though it had a permanent 
dock in Marseille. The apartments 
DUH�QDUURZ�EXW�YHU\�HIßFLHQW��7KH�
ship contained everything one 
could need such as grocery store, 
daycare center, a gym and on the 
roof a platform for helicopters to 
land with delieveries of food. 

This is a building organism that 
àRDWV�DURXQG�RQ�WKH�VHD��KRXVLQJ�
about 1600 people who lived 
their whole lives inside it like 
SDUDVLWHV�� 7KH� FUHDWXUH� HDWV� ßVK�
and plankton from the sea that 
becomes food for the humans 
inside. These kind of structures 
worked as isolated societies small 
enough for the people to live in 
peace. These were developed as 
a result of the overpopulation 
RI� WKH� HDUWK� DQG� WKH� H[KDXVWLQJ�
of natural resources, the sea 
being the last habitat that had 
something left to give.

5 6

8QLW©�GÖ+DELWDWLRQ��VHFWLRQ�RI�W\SLFDO�WZLQQHG�GXSOH[�DSDUWPHQWV

7
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Misunderstanding of colour
When the roman and greek ruins started to be 
rediscovered and eventually become the model for all 
architects, they had long ago lost their colour. Ancient 
architecture was generally believed to always have 
been white until the nineteenth century.

C.J Hittorf published in 1829 the theory that the 
temples were painted in bright colours.1 This didn’t 
change much in the apprehension of buildings mainly 
monochrome and the task of colouring not quite 
important enough for architects to deal with. 

Later white became the colour of modern architecture. 
Mark Wigley discusses in his book White walls, 
designer dresses how white became synonymous 
with modern architecture and how the white wall has 
become invisible and avoided analysis by writers of 
modern history by passsing as neutral. The functionalist 
movement reacted against the ornamented facades 
of the 19th century, and wanted to break free from 
HYHU\WKLQJ� WKDW� FRXOG� EH� FRQVLGHUHG� VXSHUƓFLDO� RU�
had to do with fashion. Le Corbusier describes how he 
travelled to places “unspoiled” in search of  the source 
of art and how he found the whitewashed buildings 
of Mediterranean vernacular architechture. The white 
surface would be intended as no surface at all, or 
neutral. Wigley compares the facade of a building 
with clothes, the white facade corresponding to the 
black suit that can be seen as the default or neutral 
look, while the woman’s dress is always something 
particular or other. 2

Wiessenhofsiedlung was built on a hill outside of 
Stuttgart in 1927 as a building exhibition of Deutsche 
Werkbund. Sixteen architects made their contribution 
ZLWK� WKH� RQO\� UHVWULFWLRQ� WKDW� WKH\� XVH� ŴDW� URRIV� DQG�
white exterior walls. Here the white wall as the uniform 
of the modern house was established.

The image of modern architecture as white has been 
preseved during the decades and lives on today 
perhaps even more on the inside of buildings. The 
white wall is still default in all kinds of environments, 
apartment buildings as well as art museums. Perhaps 
both the neutralness of the white wall and the image 
of modernism as completely white can be seen as a 
continuation sof the misunderstandings of the old 
temples. 

1 Peter Collins, Changing ideals in modern architechture, 

Polychromy,  p112

2 Mark Wigley,White walls, designer dresses, S������

7KH� DYHUVLRQ� IRU� VXSHUßFLDOLW\� LQ�
the modern movement culminated 
in the skeleton city, a city that is 
pure structure and no facades. It 
was built vertically, as vehicles 
that could climb became more 
common. The houses in the 
skeleton city have no walls, only 
àRRU�DQG�VRPHWLPHV�D�URRI��7KHVH�
little platforms with no protection 
from the cold wind were very 
hard to live on and eventually 
became abandoned, but was later 
populated again when the walking 
YLOODV�VWDUWHG�WR�ßQG�WKHP�SHUIHFW�
places to stay. As some of them 
were very heavy, the skeleton 
VWDUWHG� WR� FUDFN� DQG� ßQDOO\�
collapsed.

In ancient times humans built their houses 
out of the skeletons of enourmous animals, 
a building material that was very strong and 
could be joined in different ways. Originally 
they would kill the animal and start to eat their 
way inside it until a cave had been created 
big enough to live in. Eventually all the meat 
was eaten and what remained was a structure 
RI� ERQHV� WKDW� ZRXOG� VRPHWLPHV� QHHG� H[WUD�
support from new prey. As animals of various 
kinds and sizes were added, the buildings 
grew organically. As humans developed more 
advanced hunting techniques, they could kill 
bigger animals and at the same time the social 
structures became more advanced and bigger 
societies started to form. The skeleton city was 
the culmination of an era when architecture 
came in an intricate variety of shapes, the only 
thing it all had in common was its whiteness.
 

Weissenhofsiedlung, plan 1:1000
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This big insects, the basili was a prehistorical 
speices, a remnant from the time when the earth 
was populated by huge animals.  They were later 
H[WHUPLQDWHG�EXW� LQ� WKH�ßUVW�FHQWXULHV�$�'��D� IHZ�
of them still survived in southern Europe. These 
animals were known to walk long distances in 
processions. The early christians would use them 
as riding animals as they were persecuted and often 
had to travel long distances. The basili had a very 
special bodily constitution. Its main body parts are 
àDW�SODWHV� WKDW�ZRUN�DV�VKHOWHU�DQG�VKLHOGV� IRU� WKH�
humans to hide behind.

7KH� EDVLOL� KDV� D� ORQJ� DQG� FRPSOH[� OLIH� F\FOH�� :KHQ� LW�
reaches its destination it hides under ground and grows a 
skin while its skeleton becomes softened by the damp soil. 
It is then reborn out of the earth and enters its second life 
phase as a soft and amourphous creature. It can have a 
great variation of shapes since in each specimen different 
parts of the body are regressed while others grow and 
become thicker. 

Palladio, Fourth book of architecture, Temple of peace in Rome, Plan

Misunderstanding of a temple 
This plan, drawn by Palladio, shows the Basilica of 
Maxentius built in the fourth century A.D. The building 
ZDV� � LQ� 3DOODGLRōV� GD\V� LQFRUUHFWO\� LGHQWLƓHG� DV� WKH�
Temple of Peace.1 However, the real Temple of Peace 
was built in 71 A.D. as a celebration of the roman 
victory in the Jewish war.

The Basilica was a roman building type that was later 
adopted by the Christian church. It was well suited for 
christian ceremonies and processions with its clear 
axis and the apse where the altar could be placed. 

The western apse of the Basilica of Maxentius 
contained a colossal statue of the emperor Constantine 
ZKR�ƓQLVKHG� WKH� FRQVWUXFWLRQ�RI� WKH�EDVLOLFD� VWDUWHG�
E\� 0D[HQWLXV�� 7KH� VWDWXH� LV� WKRXJKW� WR� ƓUVW� KDYH�
UHSUHVHQWHG�0D[HQWLXV�EXW�ZDV�UH�ZRUNHG�WR�ORRN�OLNH�
Constantine. 2 It lived on with its new face just as the 
EXLOGLQJ�LWVHOI�JRW�D�VHFRQG�OLIH�DQG�D�QHZ�VLJQLƓFDQFH�
with its religious use.

1 Watkin, David(2009). The Roman Forum. Harvard 
University Press, p 44
2 Ibid, p 46
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“The doric order had both its name and origin from the dorians, a 

JUHHN�QDWLRQ�LQ�$ƓD��,I�WKH�FROXPQV�RI�WKLV�RUGHU�DUH�PDGH�DORQH��
and without pilasters, they ought to be seven diameters and a 

half or eight in height: the intercolumniations are something less 

WKDQ� WKUHH� GLDPHWHUV� RI� WKH� FROXPQ�� ZKLFK�PDQQHU� RI� SODFLQJ�
FROXPQV��WR�IRUP�FRORQDGHV��LV�FDOOHG�E\�9LWUXYLXV�GLDVWLORōV�Ő
1

The doric  order associated with masculinity has been used when 
designing weapns war equipment. This remote-controlled vehicle was 
XVHG�LQ�ZRUOG�ZDU�,,,�DQG�FDQ�à\�DV�ZHOO�DV�WUDYHO�RQ�ODQG�DQG�LQ�ZDWHU��
,W�FDQ�ßQG�DQ\WKLQJ�OLYLQJ�DQG�NLOO�LW�ZLWK�LWV�WZR�SRLQW\�WRSV�

�� 3DOODGLR��7KH�ƓUVW�ERRN�RI�DUFKLWHFWXUH��FKDSWHU�����2I�WKH�
Dorick order4

1

Doric column, Andrea Palladio, First book of architecture

The machine was taken out of service since it became 
more and more impossible to control but some of 
WKHP� HVFDSHG� DQG� DUH� VWLOO� à\LQJ� DURXQG� DWWDFNLQJ�
randomly whatever comes in their way. However 
they have to keep a certain distance to each other 
that relates to the measurements of their own body, 
so that wherever in the world they are, if one moves, 
the others have to follow.

Misunderstanding of the orders
Perhaps the most fundamental knowledge for 
an architect before modernism was the orders of 
architecture, the rules dictated by Vitruvius in his 
Ten books of architechture and later described by 
reneissance architechts such as Vignola , Serlio and 
Palladio.

Key words in this paradigm is symmetry and proportion 
and good architecture is described as a harmonic 
RUJDQLVP�FRPSDUDEOH�ZLKW�D�ZHOO�SURSRUWLRQHG�PDQ��
Vitruvius gives the orders different characters by 
associating them with human attributes such as gender. 
The doric order is supposed to have the proportions 
of a man’s body, the more slender ionic those of a 
woman and the corinthian to resemle a young girl. 

6HUOLR�VSHFLƓHV�IXUWKHU�KRZ�WKH�RUGHUV�VKRXOG�EH�XVHG�
according to their respective characteristics. The Doric 
should be used for churches dedicated to the more 
extraverted male saints, St Paul, St Peter od St George 
and to militant types in general; the ionic for matronly 
saints and also for men of learning; the corinthian 
for virgins, most especially the virgin Mary. To the 
Composite Serlio awards no special characteristics, 
ZKLOH�WKH�7XVFDQ�KH�ƓQGV�VXLWDEOH�IRU�IRUWLƓFDWLRQV�DQG�
prisons. Sir Henry Wotton later calls the corinthian 
order “lascivious” and “decked like a wanton coutezan” 
adding his own moral judgemnet to the idea of male 
and female columns.1

Today as equality between men and women is 
generally starting to bee seen as desireable, the 
categorizing of every area of our lives in male and 
IHPDOH�PLJKW�EHH�VHHQ�DV�SUREOHPDWLF��:LWK�WKH�ƓYH�
orders these differences and divisions are cemented, 
built into every structure we inhabit. 

The remains of anique buildings are not as clearly 
GLYLGHG� LQ� ƓYH� GLIIHUHQW� FDWHJRULHV� DV� 9LWUXYLXV� LV�
VXJJHVWLQJ���3HUKDSV�WKH�FODVVLƓFDWLRQ�LQ�ƓYH�W\SHV�LV�
only an idea of Vitruvius and not, as one might believe, 
a general rule that was known all over the ancient 
world.

1 John Summerson (1963). The Classical Language of 

Architecture. The MIT Press
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P.S.
The decision to work with Misunderstandings started 
with an interest in the irrational in architecture, 
things that are created without a certain purpose 
or function. The idea that misunderstandings have 
been a force in the history of architecture led me to 
WU\LQJ�WR�GH¿QH�D�ZD\�WR�XVH�PLVXQGHUVWDQGLQJV�DV�D�
design technique. In what aspect the transformations 
were misunderstandings changed along the way. 

After making the models and the stories I want 
WR�UHÀHFW�XSRQ�WKH�SURMHFW�E\�UHODWLQJ�LW�WR�WZR�
texts; Multiplicitous and inorganic bodies by Greg 
Lynn and The Thing E\�(OL]DEHWK�*URV]��7KH�¿UVW�RQH�
mainly has to do with the objects I have made and 
what they are. The second text I found interesting 
in relation to the design process because it talks 
about the relation between understanding and making.

By going through the three misunderstandings, the 
models have moved further away from what they 
originally represented and more and more towards 
each other. They are now one family of forms. There 
is a tendency of the things that were originally 
buildings to come alive and become organisms or 
animals and this became a theme that connect the 
parallell misunderstanding processes.

Greg Lynn discusses in his text Multiplicitous and 
inorganic bodies the old analogy between buildings 
and bodies. In the classical tradition buildings 
were often compared to the ideal human body. It is 
symmetrical and organized in a hierachical way so 
that all the parts are proportional, which means 
to be based on a module that relate to the whole. 
But Lynn is critical of wholeness in architecture.

“we should beware of any architecture described as wholesome or 

organic , for the logic of the organism is the logic of self-enclosure, 

VHOI�UHJXODWLRQ� DQG� VHOI�GHWHUPLQDWLRQ�� 2UJDQLF� W\SHV� WKDW� DUH�
ZKROH� WR� WKH� IXOOHVW� H[WHQW� DUH� ZKROH� WR� WKH� SRLQW� RI� H[FOXVLRQ��
Buildings are not organisms but merely provisional structures  

WKDW� DUH� DOUHDG\� PXOWLSOLFLWRXV�� :KHUH� WKH� RUJDQLF� LV� LQWHUQDOO\�
consistent, the inorganic is internally discontinous and capable of 

D�PXOWLSOLFLW\�RI�XQIRUVHHQ�FRQQHFWLRQV�Ő1

Lynn wants to promote another way of describing 
bodies that he calls multiplicitous, a continouos 
interaction of a multitude of systems where the 
variations are important rather than the similarities. 

1 Lynn, Greg (1998).)ROGV��ERGLHV�DQG�EOREV� Exhibitions international, p 41

When the classical organism is controlled from the 
top-down, the multiplicitous body is a bottom-
up organization. One of his examples of this is 
the Statue of Liberty, where a an inner structure 
negotiates with a sculptural skin in a similar way 
to that of my objects.

7KH�ODUJH�PRGHOV�DUH�LQ�EHWZHHQ�¿JXUH�DQG�VWUXFWXUH��
When the digital models were materialized in step 
6, they had to become closed solid shapes which 
made them more body like. Nothing can be added or 
removed to this object as soon as it is printed  
and it is whole in the sense that it is closed. 
But there is no organizing logic that determines 
the relation between its parts, they are irregular 
and unsymmetrical. Most of them had a symmetrical 
structure in the beginning but lost it in the 
translation. Because of this, the objects could be 
changed or parts could be removed without seeming 
to be broken or defect. In the next step other body 
like qualities are added when being fragmented 
again and becoming a construction enclosed by a 
skin, which is another property that is typical 
of both buildings and organisms. But apart from 
having a skeleton and a skin they have body-like 
features such as arms legs and heads. The properties 
of wholeness, fragmentation and iregularity comes 
from the techniques that have been used but the 
expression or antropomorphism might   derive from a 
KXPDQ�IDFWRU��D�ZLOO�WR�VHH�¿JXUHV�DQG�WR�LQWHUSUHW�
character into objects.

As long as the models were representations there 
ZDV�DQ�LQ¿QLWLYH�DPRXQW�RI�SRVVLELOLWLHV�RI�ZKDW�
they could represent. As they materialize in the 
real world and get a scale that relates to our own 
bodies they loose the imaginative quality of the 
undetailed architectural drawing and enter into 
the harsh reality where things are only things.

Elizabeth Grosz talks about the concept of the 
thing as “a certain way of carving out of the real” 
in the chapter The Thing of her book Architecture 
from the outside��7KH�UHDO�LV�D�D�ÀX[�RI�PDWWHU�DQG�
WKLQJV�DUH�MXVW�RXU�ZD\�RI�GH¿QLQJ�SDUWV�RI�WKH�ZRUOG�
around us to understand it. In this philosophical 
GH¿QLWLRQ�RI�WKH�WKLQJ�LW�LV�DOO�PDWWHU��ERGLHV�DQG�
organic material as well as things fabricated by 
humans. The thing is a construction of our mind and 

Grozs seems to suggest that our dividing the world 
into things is subjective.

Technology as the making use of things and using 
things to make other things is closely connected 
to the human intellect. It can even be seen as 
an extension of ourselves or the point where our 
bodies and all matter that we interact with become 
one and the same.2 

“Inorganic matter, transformed into an immense organ, a prosthesis, 

LV�SHUKDSV�WKH�SULPRUGLDO�RU�HOHPHQWDU\�GHƓQLWLRQ�RI�DUFKLWHFWXUH�
LWVHOI��ZKLFK�LV��LQ�D�VHQVH��WKH�ƓUVW�SURVWKHVLV��WKH�ƓUVW�LQVWUXPHQWDO�
use of intelligence to meld the world into things, through a certain 

SULPLWLYH�WHFKQLFLW\��WR�ƓW�WKH�QHHGV�RI�WKH�OLYLQJŐ��3

Lynn’s idea of bodies as contiouosly changing 
compositions of living material relates to this 
GLVFRXUVH�RI�PDWWHU�DV�D�ÀX[�UDWKHU�WKDQ�DQ�DVVHPEODJH�
of closed organisms. The carving out of reality 
as I understand it is both the intellect’s way of 
dividing the world into parts that can be named 
and systematized and the actual physical carving, 
the making of things into other things. In between 
systematizing and and making comes interpreting or 
misunderstanding. In our confused attempts to see 
the world correcctly and carve it into the right 
categories we might instead recreate it and the 
border between human body, nature and architecture 
is blurred.

According to the french philosopher Henri Bergson, 
that Grosz refers to i her text, there is a way 
WKDW�KXPDQV�FDQ�SHUFLHYH�WKH�ZRUOG�DV�WKH�ÀXLG�PDVV�
of matter it actually is beyond the limitation of 
dividing it into objects. This ability he calls 
intuition.4 The distinction between intellect 
and intuition might be useful to explain the 
misunderstanding. A rule that tells one what to do 
is a way of relieving the intellect of the heavy 
work of designing and making. Even if the rule is 
not relevant it helps to make decisions and what 
remains when the misunderstanding is revealed is 
something made by intuition. 

2 Grosz, Elizabeth (2001). Architecture from the outside Massachsetts Institute of 
technology, p. 176 (ca)
3 Grosz, p 178
4 Grosz, p175
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