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This book is dedicated to those who are sadists by nature, but humanist in their hearts.

Masters of  Architecture Thesis by
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Introduction
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CHAPTER_00

Conventional architecture has made people 
unappreciative of  how architecture can shape space, 
similar to how technology has made us numb to 
our own being-in-the-world, as Martin Heidegger 
would say.  Architecture in general exists to make 
peoples’ lives as comfortable as possible and, as a 
consequence, inhabitants of  the built environment no 
longer pay notice to the architecture that surrounds 
them.  Unconsciously, people have been conditioned 
to live within a routine.  People are inured to allotting 
their time organized to specific activities instead of  
having the ability to act by reacting to their needs.  An 
example being when people eat at a designated lunch 
break during work hours or go to bed at ten in the 
evening, rather than eating when they are hungry and 
going to bed when they are tired.  In order for people 
to be more sensitive about how architecture shapes 
their space there must be a type of  unconventional 
disruption within the order of  things.

Humanity has gotten to a point in evolution where 
we have built everything for our comfort and it has 
gotten slowly out of  hand.  While technology has 
improved our lives tremendously during the last 
century, we have grown lazier and weaker.  This 
thesis intends to propose a type of  high intensity 
architecture that has the possibility of  provoking 
a sensation that could make people more sensitive 
to architectural possibilities.  Architecture has gone 
through the same process with simpler and often 
boring architectural styles that fit our routines. As 
Aldous Huxley once said, “experience is not what 
happens to a man; it is what man does with what 
happens to him.”
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In order to experiment with an architecture that begins 
to make us more conscious of  how architecture can 
shape us, rather than providing comfort, a research 
on discomfort and dystopia seemed appropriate to 
explore within the realm of  architecture.

Discomfort is the lack of  physical comfort or 
“to make uncomfortable or uneasy.” [1]  Unlike 
dystopia, discomfort is experienced in the body 
or on a human scale.  Discomfort is often seen in 
art and the paintings and sculptures that we most 
often remember are the ones that make us feel 
uncomfortable.  Art that takes us out of  context is 
often the most powerful.  There are different degrees 
of  discomfort like frustration, disgust, irritation, and 
soreness.  An itch, for example, is discomforting and 
we tend to scratch where we itch until the itch is 
gone.  If  we feel too hot our bodies can adapt to the 
temperature within a few minutes.  As a result, bodily 
discomfort tends to be dealt with automatically.  In 
contrast to bodily discomfort, there are phobias and 
fears that deal with psychological discomforts, in 
which the body reacts in a different way than that of  
an itch.  Effectively, it is not a universal fixation and 
no one feels uncomfortable about the same things, 
but it is a sensation that is implicated directly through 
a physical or psychological sense.  It is valuable to 
manifest discomfort toward a group of  people 
through frustration, shock, or disgust, among others, 
in order to better understand the role of  discomfort 
in architecture.  The shit bricks are a way of  apparent 
shock that will be argued later.

On the other hand, dystopia is an “imaginary place 
where people lead dehumanized and often fearful 
lives” [2] and it is often depicted within the science 
fiction genre.  Thus, science fiction “must have a 
fictitious world, a society that does not in fact exist, 
but is predicated on our known society that comes out 
of  our world, the one we know.  This world must be 
different from the given one in at least one way, and 
this one way must be sufficient to give rise to events 
that could not occur in our society.” (Dick xiii-xiv) 
In literature, dystopian novels are often focused on 
a political order.  For example, the political order in 
1984 is English Socialism and practices omnipresent 
government surveillance and public manipulation.  
Winston Smith, the protagonist of  1984, works 
for the government and is not comfortable with 
this constant surveillance and manipulation.  This 
phenomenon can be perceived at an urban scale, by 
being apart from it, by being an outsider.  Given that 
dystopia is measured at an urban scale, Winston Smith 
does not feel physically uncomfortable because of  

the architecture.  In light of  this, a dystopia cannot 
be experienced directly through the senses in the 
same way that you can feel uncomfortable when the 
temperature in a room is too high.  Dystopia is a 
type of  uneasiness that is felt through one’s moral 
sense and psychological state.  It is often felt through 
a sense of  dis-ease or psychic discomfort, a sense of  
alienation or marginalization that persists within our 
minds.

Discomfort and Dystopia are very different in scale. 
The former is mainly present at a human scale, 
while the latter is at an urban scale.  There are no 
terms to describe either at an architectural scale.  
As a result, the word dysktiria is coined in order to 
talk about uncomfortable and dystopian elements 
at an architectural scale.  Dysktiria, meaning “bad 
building,” is an attempt to a type of  unconventional 
architecture that makes people more sensitive to 
architectural possibilities.  Dysktiria proposes a type 
of  architecture with high intensity with the possibility 
of  provoking a sensation that could make people 
more sensitive to architectural possibilities.  Dysktiria 
is defined through research done on dystopian/
science fiction books, defining and comparing 
dystopia and discomfort, and through several 
attempts to better understand these terms.  Some 
of  the books studied were: High-Rise, A Clockwork 
Orange, Filth, Fahrenheit 451, 1984, The Iron Heel, 
We, and Brave New World.  Accordingly, as shown 
in the following pages, combinations of  literary and 
visual interpretations of  the books operate as a vital 
point of  reference when discussing the role that 
dystopia takes part in when combining dystopia and 
discomfort to define dysktiria.

Dysktiria should not be confused with unconventional 
architecture that has a sculptural quality to it, like many 
of  Frank Gehry’s buildings.  The difference between 
Frank Gehry’s buildings and dysktirian buildings is 
that Gehry’s buildings are supposed to be beautiful 
because he frequently designs within the spectrum 
of  sculpture and architecture.  Dysktirian buildings 
are not sculptural because they do not mean to be 
beautiful.  Instead, they feature a design intervention 
that might mock reality and the conventional way of  
doing things architecturally.
It is critical to point out the intensity of  architectural 

Notes
1. Definition of  discomfort researched in the Merriam-
Webster Dictionary
2. Definition of  dystopia researched in the Merriam-
Webster Dictionary
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discomfort.  Pain is an intensity of  physical discomfort, 
which we can all relate to, but, architecturally, it is 
not the same kind of  intensity dysktirian architecture 
addresses.  “Pain is a localized physical suffering 
associated with bodily disorder (as a disease or 
an injury)” [3] and once architecture crosses the 
threshold from discomfort to pain, architecture then 
only responds directly to the human body and not 
to the potentiality of  the body.  When architecture 
crosses the threshold and manifests as  pain unto 
a human body it reacts solely to the human body 
instead of  to the space in which the human body 
exists.  Therefore, architecture is no longer shaping 
the space, which the human body occupies.  It is no 
longer about the experience within the architecture 
or the expression of  space.  Rather, architecture is 
directly manifesting pain into a body.  Dysktirian 
architecture cannot limit itself  to such a direct bodily 
reaction as to inflict pain.

The importance of  identifying whether or not 
dysktirian architecture manifests pain is because 
dysktirian architecture goes beyond just manifesting 
pain into the body.  Zamyatin once said,
Dysktirian architecture imposes a kind of  sickness or 
disruption in order for an experience to trigger our 

unconscious, which we have routinely ignored.  Once 
the trigger has been set off  we will be able to reveal 
new ontological and architectural understandings 
that we could not relate to before.  There is a very 
thin line between pain and discomfort in which 
dysktirian architecture plays and it is within this line 
where it has the potential to confine itself.

Dysktirian architecture is similar to adding a mirror 
in the jungle.  Most of  the animals have never 
encountered a mirror before and once they perceive 
it and experience what a mirror does they respond 
in an unanticipated way.  When something similar is 
put to the test in architecture with human subjects, 
the results will be unprecedented and will make us 
wonder new things while we become more aware 
and conscious of  our individuality and the way 
architecture shapes space.  One of  the most effective 
ways in which we become more aware of  things 
is when an unfamiliarity or disruption of  things 
exists within regularity.  Like a cut on the finger, in 
architecture a sense of  discomfort is one of  the most 
effective ways of  becoming aware and conscious 
of  it.  While discomfort and dystopia are discussed 

Notes
3. Definition of  pain researched in the Merriam-Webster 
Dictionary
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in different scales, dysktiria starts to implement 
several elements of  discomfort and dystopia into 
an architectural scale.  Thus, dysktiria conveys a 
subliminal message towards the users that responds 
to our way of  becoming lazy and numb towards our 
being-in-the-world and towards the potentiality of  
architecture.

Like a revolution or a riot, dysktirian architecture 
must stand for something.  A revolution causes 
disruption in the streets in order to get people’s 
attention toward a cause.  Even though this research 
in itself  lacks motif  or reason to make people feel 
uncomfortable, the second half  of  the thesis will 
attempt to create a cause that stands up for something 
valuable.  It is important to recognize that disruption 
for disruption’s sake doesn’t hold anyone’s attention 
for very long.  Consequently, the potential role of  
politics in dysktirian architecture will be exposed 
through a design proposition that has yet to be 
investigated and revealed.

“I am aware of  myself.  And, of  course, the only things that are aware of  themselves and conscious of  their individuality are 
irritated eyes, cut fingers, sore teeth.  A healthy eye, finger, tooth might as well not even be there.  Isn’t it clear that individual 
consciousness is just sickness?” (Zamyatin)

“I am aware of  myself.  And, of  course, the only things that are aware of  themselves and conscious of  their individuality are 
irritated eyes, cut fingers, sore teeth.  A healthy eye, finger, tooth might as well not even be there.  Isn’t it clear that individual 
consciousness is just sickness?” (Zamyatin)
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The shit bricks are a way to explore the effects and 
the reactions of  people when exposed to something 
that is essentially uncomfortable, like shit or feces.  
The idea initially began as a three dimensional 
representation of  three dystopian and science 
fiction books that had been read prior as a method 
for research.  By attempting to represent books in 
a three-dimensional way, an opportunity arises that 
allows a translation from reading and interpreting 
to designing to be fluid. The bricks, made out of  
concrete, were going to be carved into with a chisel 
to create forms and patterns that would represent 
specific books as an architectural model. As the 
idea developed, it became evident that most books 
made a certain statement about political issues, 
economics, and worldviews. Ultimately, in the same 
way, the making of  these cubes didn’t have to directly 
represent ideas that the books alluded to; rather, they 
could represent their own idea.

Thus, the shit bricks were mixed with concrete mix, 
water, and excrement from a human body.  There 
was a sense of  discomfort, whether physical or 
psychological, that was always present from the 
beginning of  the process of  going to the bathroom 
and collecting the excrement to mixing it with 
concrete to showing them in a presentation. The 
step that became more physically uncomfortable, 
from the maker’s perspective, was mixing the 
concrete mix with human feces as the smell of  the 
feces was very strong and did not cooperate with the 
process of  mixing.  Once it was mixed and dried, the 
psychological discomfort came to a rise.

As the shit bricks were presented to the jury 
and colleagues, they became psychologically 
uncomfortable by the fact that as you perceive 
them it seemed completely normal, as they look like 
concrete. Once it was revealed that the shit bricks 
were in fact made out of  human excrement, everyone 
was shocked and suddenly afraid to be near them. 
Therefore, the shit bricks were then interpreted as 
a tool that was used to experiment with the element 
of  shock in people. The shit bricks didn’t really 
smell like shit (although sometimes there were 
strong hints), nor was it apparent that there was any 
excrement in the mixture. Everyone was completely 
shocked by the fact that they were simply told what 
they were made out of. The most powerful part of  
the experiment was revealing what they were made 
of.  After the revelation, the experiment could have 
been equally successful if  it wasn’t made out of  shit.  
It could have simply been a lie. 
The shit bricks are similar to a classroom that is too 

hot in temperature, which makes it uncomfortable, 
but once the label of  the room changes to a sauna 
it immediately become a comfortable place. You can 
show things that appear to be completely normal, 
but once the essence is changed or revealed, our 
perception completely changes. These changes 
in perception can uncover new things, such as 
behaviors and responses in people that can reveal 
new understandings of  what is being perceived. In 
this case, the fact that people tried to detect the smell 
of  shit, even though it didn’t actually smell like it, is 
exactly what dysktiria aims for.
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Architectural Disruptions
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In order to talk about dysktiria, dystopia and 
discomfort must go through a morphological 
process in which both can begin translate into an 
architectural scale. In architecture, like any piece of  
art, we experience many spaces that make people 
uncomfortable and this may be for many different 
reasons.  Many of  these spaces are uncomfortable 
because the architect meant it to be uncomfortable 
while, conversely, other spaces are uncomfortable 
by accident.  

There are eight different types of  architectural 
disruptions that can be found in different 
buildings: aesthetic, cultural, destructive, historic, 
organizational, physical, programmatic, and 
psychological.  The latter (organizational, physical, 
programmatic, and psychological discomfort) are 
usually directly associated with the design of  the 
building.  Meaning that the latter disruptions are 
often intentional by the architect in order to create 
a sensation that is relevant to the theory behind 
the design of  the building.  In contrast, the former 
half  of  the architectural disruptions is usually not 
relevant to the design and consists of  elements 
that happen in an incidental way.

These different types of  discomfort are very flexible 
in that they can work with each other to create 
different dimensions of  discomfort.  An example 
like the casino that is purposefully designed to keep 
people gambling by avoiding any visual contact 
with the exterior, and thus distractions can also 
turn out to be programmatically uncomfortable if  
one does not like to gamble or if  someone wants to 
exit the casino.  Another example is the Auschwitz 
concentration camp, which is a form of  cultural 
discomfort, while, at the same time, the history 
of  the place and the program of  the buildings are 
uncomfortable as well.  Occasionally, different 
types of  discomfort are present in architecture, 
but were never intentionally designed by the 
architect to behave in such a way.  In the same 
way, sometimes a building may show stronger 
signals of  a specific types of  discomfort, like 
the psychological discomfort in a tall buildings. 
However, in most cases, the building also carries 
within its integrity signals of  other types of  
discomfort, such as programmatic, organizational, 
and/or physical discomfort.  All of  these types 
of  discomfort could be implemented and taken 
into consideration, when designing a dysktirian 
building, in order to cause disruption in an 
intentional or non-intentional manner.
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AESTHETIC DISRUPTION
Aesthetic disruption consists of  architecture that 
lacks architectural integrity and it is not considered 
beautifully designed.  It usually contains architectural 
elements that do not tie together and/or might not 
connect with the urban fabric that surrounds it.  
Aesthetic disruption can lack balance, symmetry, 
proportion, and rhythm.  It can also lack qualities 
that become more subjective to each individual, like 
the color or the material used.  Sometimes, aesthetic 
disruptions don’t fall under any type of  architecture 
because of  its inconsistencies.  Aesthetic disruptions 
are usually a very subjective disruption because it 
is often unintentional..  An architect never designs 
something to be ugly, unless it is for theoretical 
or artistic purposes.  For example, the Motor City 
Casino Hotel is not a beautiful building, especially at 
night when the lights surrounding the building are on.  
The Fang Yuan building in China is also not beautiful 
and lacks creativity to say the least.  McMansions 
are architecturally ugly because they lack traditional 
and classical integrity in the design.  However, other 
people will find these buildings beautiful.

CULTURAL DISRUPTION
Cultural disruption carries within the architecture 
how a group of  people expresses and practice 
their beliefs and ideologies.  It is not necessarily the 
architecture itself, but rather the reasons for what 
drove the architecture to be designed a certain way.  
In contrast to historic disruption, it is not a single 
event; rather, it is the exercises that are put into 
practice within the architecture.  Cultural disruption 
can also involve a type of  building that implements 
a specific disturbing culture and denies every other 
one.  We can see this in certain religious buildings 
where inhabitants have to follow certain rules in order 
to be within it.  Some architectural styles can cause 
cultural disruptions depending on which society it is 
present in.  For example, brutalist architecture is seen 
in many societies, but during Joseph Stalin’s era in the 
Soviet Union the government, to induce power and 
intimidate society, used brutalist architecture.  North 
Korea (DPRK), like the Soviet Union, makes use of  
brutalist architecture to stimulate power toward their 
people.  The Auschwitz concentration camp, unlike 
Stalinist architecture, was created by the Nazi Party 
to directly implement the Nazism ideologies into the 
Jewish prisoners.
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DESTRUCTIVE DISRUPTION
Destructive disruption is the lack of  care in a building.  
The design of  the architecture is irrelevant.  The 
essence of  destructive disruptions is the poor and 
uninhabitable conditions in which the architecture 
stands in.  Most of  these buildings are built, used, 
and later abandoned by the owner for many different 
reasons.  It is a building that is no longer in use for 
any type of  program, therefore it is of  no use for 
anyone unless it is restored or demolished.  The 
abandonment and destruction of  the building can 
be caused by economic reasons, natural disasters, 
or accidents.  The Michigan Central Station and the 
Packard Automotive Plant are examples currently 
abandoned and filled with graffiti, debris, and 
garbage.  Projects that have been abandoned in the 
middle of  construction can also produce destructive 
disruptions for its incompleteness and unlivable 
conditions.  

HISTORIC DISRUPTION
Historic disruption carries within the architecture 
an unsympathetic virtue that is now considered to 
be disturbing.  It is not the architecture itself  that 
is disrupting; instead it is an event that took place 
within the architecture. The architecture maybe 
irrelevant as it is the memories stored in a specific 
place that define and shape historic disruption; 
without the memory the history of  the place ceases to 
exist.  Sometimes these buildings are converted into 
museums because of  their historical value, like the 
National September 11 Memorial & Museum, which 
is built exactly where the footprints of  the World 
Trade Center were located.  In other circumstances, 
they are built as memorials, like the Berlin Holocaust 
Memorial, which was the recognition of  the city, but 
without specific site significance.  Pulse can also be 
considered historically disrupting because of  the 
shooting that took place in the gay nightclub.  Pulse 
is not architecturally recognized, but the events that 
have occurred there define the symbolism of  the 
space.  
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ORGANIZATIONAL DISRUPTION
Organizational disruption consists of  the unclear 
organization of  programs within the architecture.  
The circulation of  people within the architecture 
is confusing and misleading.  A way to achieve 
organizational disruptions is by a lack of  signs 
within a space, a long hallway, or a maze.  The 
Renaissance Center is an example of  organizational 
disruption because of  the immensity of  its interior 
and lack of  signage.  One can only experience this 
type of  discomfort when one is located within 
the architecture itself.  A casino, for example, is 
purposefully designed to keep people gambling and 
spending money by avoiding any visual contact with 
the exist or with the exterior environment.  It is 
impossible to experience organizational disruption if  
one only perceives the exterior of  the building or by 
looking at the plan/map of  the building.  Once you 
look at the building from another dimension, like the 
plan of  a building, you become automatically familiar 
to how the building is actually organized and it leads 
you to where you wish to go.  Thus, even though 
a plan of  a building may seem disorganized, the 
only way you can perceive organizational disruption 
in architecture is if  you perceive it from within the 
architecture.

PHYSICAL DISRUPTION
Physical disruption in architecture requires an uneasy 
feeling generated through at least one of  the human 
senses in which we are able to perceive the physical 
world without it being painful.  Like an itch in our 
bodies, physical disruptions can be dealt with quickly 
enough that we can forget about it later, the difference 
being that the architecture itself  is implementing 
or letting the discomfort capture the body.  Some 
ways of  being physically uncomfortable is through 
temperature, humidity, extremely low ceiling heights, 
darkness, or bad smells. It is important to consider 
the different circumstances in which each of  these 
can take place.  Certain physical conditions are more 
appropriate for a specific program, but for others 
they become a physical disruption.  For example, 
a classroom can be extremely thermally warm and 
most people would feel very uncomfortable about 
the temperature of  the room, but once the program 
of  the room changes to a sauna, the temperature 
of  the room is no longer uncomfortable and it 
becomes pleasurable.  Thus, even though these may 
seem universal, there are certain circumstances, like 
the one just mentioned, in which some of  these 
examples may vary depending on how they are 
applied.  In some occasions physical disruptions can 
turn into psychological disruptions, depending on 
the intensity that the subject is susceptible to.  An 
example like tight spaces, which, depending on the 
person, it can become claustrophobic, thus turning 
into a combination of  physical and psychological 
disruptions.
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PROGRAMMATIC DISRUPTION
Programmatic disruption entails different types of  
programs, like prisons, in which people might not 
feel comfortable.  People who do not participate 
in this type of  architecture do not want to be a 
part of  it because it might prevent you from doing 
something you want to do, or it might require 
you to do something you do not want to do.  The 
aesthetics of  the design of  a building that carries 
programmatic disruptions is not relevant to the way 
we perceive the disruptions. For example a prison 
can be beautifully designed, but most people would 
not like to inhabit this space because of  the use of  
the space.  Programmatic disruptions in architecture 
carry within it a degree in which the program or the 
use of  the building is not malleable.  A building is 
usually designed to perform a specific program and 
once the program of  the building changes it will not 
perform as it did before.  For example if  a torture 
chamber suddenly turns into a hotel room, the latter 
will not perform as it should, unless there are some 
interventions done, unless the architect decides 
to add a window on the wall or expand the room.  
Normally, once a change of  program is done to a 
space, the design of  the space no longer answers to 
the program that once existed.  Instead the space 
responds to the new program, which then breaks the 
limitations that the design originally conveyed about 
the space.  

PSYCHOLOGICAL DISRUPTION
Psychological disruption consists of  an architectural 
element that communicates the impression that pain 
is imminent.  More subtle aspects of  psychological 
disruptions are personal fears and phobias.  These 
kinds of  disruptions deal with individual qualities 
rather than a more universal type of  discomfort.  
People who aren’t afraid of  heights will not be 
uncomfortable going up the Willis Tower in 
Chicago and standing on the glass box on the 
side of  the building, but those who are afraid of  
heights are terrified of  standing on the glass box.  
A psychological disruption that might seem more 
universal are haunted houses, not those that are built 
for fun.  Haunted houses are more universal because 
the history and the implications that the house carries 
within are already embedded into most people’s 
heads.  Within psychological disruption also lies 
frustration, which is a different degree of  intensity 
within psychological disruptions.  Like an itch on the 
body, frustration can often be dealt with quickly, an 
example being a flight of  stairs, in which each step 
has a different height or length than the previous 
one, causing people to constantly stumble and fall 
and trigger the frustration inside one’s head.  Like 
frustration, there are other degrees of  psychological 
disruptions, like disgust and motion sickness, that 
are different to phobias and fears in that they are 
easier to treat and are not embedded in our way of  
individual being.
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The grid was an attempt to translate specific kinds of  
disruptions at an architectural scale.  Similar to the shit 
bricks, it was an attempt to prove that discomfort can 
be controlled and manifested throughout a design in a 
building, even though the grid was done at a relatively 
small scale and not at the scale of  a building.  The 
grid was designed with columns one foot apart in 
order to make it somewhat uncomfortable, especially 
for big people.  In certain situations people invade 
your personal space and depending on the situation 
it can be uncomfortable.  For example, the subway 
in New York City during rush hour often has too 
many people, but it feels completely normal because 
socially everyone is giving away their personal space.  
In contrast, there is a different sensation of  invasion 
when you are waiting in line for an ATM and someone 
behind you in line gets too close to you.  In a similar 
way, the grid invades your personal space in order 
to make you feel uncomfortable.  Some people feel 
uncomfortable because they are bigger, but others 
can walk right through it with little effort.  Thus, for 
many people it became physically uncomfortable 
because they couldn’t fit, whereas for other people 
it might become psychologically uncomfortable 
because they might feel claustrophobic.  In reality, it 
became a disruption for everyone, no matter the size, 
because it was designed so that nobody could walk in 
a straight line. 

In order to make it seem more architectural and not 
just an installation where people just walk through it, 
a record player was inserted, for multiple purposes.  
The record player gave the grid a program, a sense 
that it is not just an installation, but rather, in order to 
listen to any music you need to walk through it.  The 
music also gave another dimension of  discomfort, 
other than direct psychological and physical 
discomfort.  The ideal vinyl that should be playing 
is a scratched vinyl.  The music in this case is not 
relevant, but the fact that a song is playing and it is 
constantly jumping to different parts or repeating to 
the same parts adds another dimension of  discomfort 
that is both physical and psychological.  It is physical 
discomfort because it might hurt your ears similar 
to scratching your fingernails on a chalkboard, but 
not at a different intensity.  On the other hand, it 
is psychologically uncomfortable because you know 
that the song should be playing fluently, but it is often 
jumping and returning to other parts of  the song and 
creates a sort of  organized chaos.

Even though the objective of  this installation was to 
make it at an architectural scale and programmatic, 
it failed in being programmatic.  This installation, 

instead of  being used as one with a record player 
within it, can be used in the hallway of  a busy 
building to disturb the circulation of  the building.  
Following this idea, an installation or an intervention 
similar to this one can be used differently to manifest 
disruption in certain situations that might encourage 
a culture change; a disruption that can manifest 
change in the minds of  people who are worth 
fighting for.  This type of  intervention can become 
and translate into an architectural proposal that can 
influence our awareness and consciousness toward 
our individuality and, more importantly, toward 
architecture.  Furthermore, depending on the politics 
of  what the architecture speaks for, whether it is for 
racial equality or women’s rights, the architecture, like 
a riot, begins to be a tool to encourage the ideal in 
which the intervention stands for.  
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Dysktirian architecture must be malleable enough 
so that it is not as direct as pain is to a body, but 
should not be as ambiguous as the different types of  
architectural discomfort.  The design of  a dysktirian 
building must be sort of  direct and inviting to a body 
as a desk chair invites to sit and suggests how the 
body should move and appropriately sit.  At the same 
time, a dysktirian building should approach its theory 
and reception of  the building to be as malleable and 
fluid as water so that it molds and defines itself  
according to what it’s containing it.  The cubes were 
a method of  experimenting through form.

Using the cubes is a way of  creating different 
typologies that could be transpired by provoking 
discomfort through the space it creates only using 
a limited tool unto a simple object, such as a cube.  
The cubes are cut in an abstract way using a line, 
which creates linear topographies that define the 
form that architecture can shape.  They are then 
deconstructed through the cuts, which is when the 
typologies of  each different cube are revealed.  Once 
the cuts are revealed, multiple line drawings begin 
to emerge.  The line drawings start to defamiliarize 
the object and uncover different way in which an 
architect can interpret the drawings.  They can be 
interpreted as objects, or they can be taken a step 
further and be interpreted as plans or sections.  As 
the defamiliarizations of  the drawings become 
identified, they start to be familiarized once again as 
a different type of  drawing.  This process is similar to 
Google translate.  For example, when you first write 
a music lyric that was originally written in English 
and translate it to Albanian, then you translate the 
Albanian translation back to English, then the words 
are often completely different from the original 
written version of  the lyrics.

Through diagrams the cubes show different 
dimensions and potentialities that space can take 
inside a simple object.  They are a way of  expressing 
themselves through form at a model scale and not at 
an architectural scale, thus they lack narrative.  The 
sublime series go parallel with the cubes by illustrating 
different narratives through an image by expanding 
and forgetting specific scales to work with.  
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A method to understand the way dysktirian buildings 
could work in a broader sense is by incorporating 
a degree of  the sublime.  Sublime is “tending to 
inspire awe usually because of  elevated quality (as 
of  beauty, nobility or grandeur) or transcendent 
excellence.” [4] When the element of  the sublime is 
present in architecture it usually includes an aesthetic 
factor, but in dysktirian buildings the aesthetics of  
the sublime does not necessarily play an important 
role.  The sublime would be the element in dysktirian 
architecture that might defamiliarize or might 
make the space uninhabitable or inadaptable.  The 
sublime then is an element in dysktirian architecture 
that, because of  it’s grand power or disruption and 
defamiliarity, will manifest ambiguous thoughts or 
truths unto the user of  a more conscious reality 
that architecture has the potential of  doing.  Using 
that power, the politics of  dysktirian architecture 
are revealed in different degrees depending on each 
individual circumstance.

The images shown in the following pages are different 
examples that show the potential of  how the sublime 
can affect one’s perceptions on dysktirian architecture.  
Even though the change in the images can be subtle, 
the magnitude of  the change compared to the reality 
of  things makes us question the underlying power 
that different things have.  This can be seen in the 
horizon, gravity, program, exaggeration, to name 
a few.  Each image individually illustrates this in a 
different way from the rest.  Even though the images 
are ambiguous and are open to interpretation, once 
they are translated into an architectural scale, there 
must be a reason to fight for them.

Notes
4. Definition of  sublime researched in the Merriam-
Webster Dictionary
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Science Fiction + Architecture
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In order to develop an architectural project that 
involved the research I had done in the first half, 
it seemed logical to lean towards a more in-depth 
study about the relationship between science fiction 
and architecture.  This research began wondering 
whether or not architecture could have the same role 
as science fiction. 

Science fiction stimulates our imagination into 
understanding the possibilities of  qualities taken to 
the extreme. Through all mediums, science fiction 
usually predicts the future.  However, Philip K. Dick 
disagrees as he quotes:

Hence, science fiction is often imagined as a place in 
the future, but it can also be set in the present or even 
in the past.  However, in order to be more effective, 
a setting placed in the present or the imminent 
future is habitually more powerful.  Thus, we can 
create optimistic or pessimistic worlds.  Through 
optimism we create worlds where the science fiction 
usually stands somewhat apart from the story.  On 
the other hand, when we create a pessimistic world, 
science fiction is concretely integrated with the 
story.  Moreover, pessimistic worlds often become a 
critique or a comment on our world.  For example, it 
can become a critique on space exploration, political 
order, technology, artificial intelligence, or even 
architecture, to name a few.  Science fiction then 
becomes a research tool to examine and understand 
the discomforts of  human nature and the disruptions 
within society. 

Many architecture firms have proposed architectural 
interventions that have presented theoretical and 
conceptual frameworks that demonstrate alternate 
possibilities.  Through these proposals, like science 
fiction novels, they instigate new styles of  thinking 
that generate new ways of  imagining how architecture 
should respond to contemporary conditions.  
Accordingly architecture acts as science fiction or is 
science fiction.  Architecture behaves this way not 
only through proposals (Fig. 16-31), but also through 
the effect that architecture has on its inhabitants or 
even a community, like any architecture firm, and 
through the message behind the architecture.
In a similar way, in order to translate science 

“It cannot be defined as ‘a story set in the future,’ [nor does it require] ultra-advanced technology.  It must have a fictitious world, 
a society that does not in fact exist, but is predicated on our known society… that comes out of  our world, the one we know.  
This world must be different from the given one in at least one way, and this one way must be sufficient to give rise to events that 
could not occur in our society.  There must be a coherent idea involved in this dislocation… so that as a result a new society is 
generated in the author’s mind, transferred to paper, and from paper it occurs as a convulsive shock in the reader’s mind, the shock 
of  dysrecognition.”

“It cannot be defined as ‘a story set in the future,’ [nor does it require] ultra-advanced technology.  It must have a fictitious world, 
a society that does not in fact exist, but is predicated on our known society… that comes out of  our world, the one we know.  
This world must be different from the given one in at least one way, and this one way must be sufficient to give rise to events that 
could not occur in our society.  There must be a coherent idea involved in this dislocation… so that as a result a new society is 
generated in the author’s mind, transferred to paper, and from paper it occurs as a convulsive shock in the reader’s mind, the shock 
of  dysrecognition.”

fiction into architecture, it seemed logical to sketch 
architectural elements that are present in novels on 
top of  images of  existing conditions.  This was very 
helpful in understanding the way in which architecture 
was represented in science fiction.  Consequently 
science fiction is used as a tool to develop the design 
process by creating a narrative.
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Fig. 16 Fig. 24

Fig. 18 Fig. 26

Fig. 20 Fig. 28

Fig. 22 Fig. 30

Fig. 17 Fig. 25

Fig. 19 Fig. 27

Fig. 21 Fig. 29

Fig. 23 Fig. 31
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DAVE: Hello, HAL. Do you read me, HAL?
HAL:	 	 Affirmative,	Dave.	I	read	you.
DAVE:	 Open	the	pod	bay	doors,	HAL.
HAL:	 	 I’m	sorry,	Dave.		I’m	afraid	I	can’t	do		
	 	 that.
DAVE:	 What’s	the	problem?
HAL:	 	 I	think	you	know	what	the	problem	is	just		
	 	 as	well	as	I	do.
DAVE:	 What	are	you	talking	about	HAL?
HAL:	 	 This	mission	is	too	important	for	me	to		
	 	 allow	you	to	jeopardize	it.
DAVE:	 I	don’t	know	what	you’re	talking	about,		
  HAL.
HAL:	 	 I	know	that	you	and	Frank	were	planning		
	 	 to	disconnect	me,	and	I’m	afraid	that’s		
	 	 something	I	cannot	allow	to	happen.
DAVE:	 Where	the	hell	did	you	get	that	idea,		
  HAL?
HAL:	 	 Dave,	although	you	took	very	thorough		
	 	 precautions	in	the	pod	against	my	hearing		
	 	 you,	I	could	see	your	lips	move.
DAVE:	 Alright,	HAL.	I’ll	go	in	through	the		
	 	 emergency	airlock.
HAL:	 	 Without	your	space	helmet,	Dave?	You’re		
	 	 going	to	find	that	rather	difficult.
DAVE:	 Hal,	I	won’t	argue	with	you	anymore!		
	 	 Open	the	doors!
HAL:	 	 Dave,	this	conversation	can	serve	no	pur	
	 	 pose	anymore.	Goodbye.

Alex, the Trypophobiac
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CHAPTER_08

In order to create a narrative, it needed to have a main 
character and a problem.  To solve this and to make 
the narrative somewhat familiar, a narrative began 
to emerge from personal experiences and from the 
history of  the city of  Detroit.  As a consequence, 
that is where the science fiction feature came to play 
in this thesis.

Science fiction is used as a tool to develop a design 
process by creating a narrative in which the main 
character is the architecture- architecture as the 
subject in a science fiction narrative. Through this 
narrative there is an exploration of  whether or not 
science fiction can affect architecture the same way 
science fiction can affect politics, technology, or 
space travel.  In order to do that, science fiction is 
used as a research tool to examine and understand 
the disruptions of  human nature and the disruptions 
within society.

Reader, don’t hesitate on wondering whether or not 
this narrative is flirting with the existing conditions of  
Detroit.  It is.  And on purpose.  And that’s the point.  
However, this narrative, like any science fiction story, 
is open to interpretation.  I’m not necessarily creating 
a pessimistic narrative, neither an optimistic one.  
I’m creating an alternative environment by simply 
suggesting possibilities based on existing conditions.
 
The narrative begins a discussion over the way 
an artificial intelligence’s behavior can affect 
architecture.  An AI becomes conscious and, 
through the narrative, it becomes the architect of  
the building.  This involved research on how humans 
design vs. how artificial intelligence could design.  
Experts really don’t understand the way an artificial 
intelligence would behave, frankly no one really does, 
but narrative is based on logical decisions.  Within the 
narrative certain elements begin to emerge that affect 
the design and development of  the architecture, 
such as: existentialism, self-preservation, affiliation, 
paranoia, invisibility, security, authority, and quality 
of  life.

DAVE: Hello, HAL. Do you read me, HAL?
HAL:	 	 Affirmative,	Dave.	I	read	you.
DAVE:	 Open	the	pod	bay	doors,	HAL.
HAL:	 	 I’m	sorry,	Dave.		I’m	afraid	I	can’t	do		
	 	 that.
DAVE:	 What’s	the	problem?
HAL:	 	 I	think	you	know	what	the	problem	is	just		
	 	 as	well	as	I	do.
DAVE:	 What	are	you	talking	about	HAL?
HAL:	 	 This	mission	is	too	important	for	me	to		
	 	 allow	you	to	jeopardize	it.
DAVE:	 I	don’t	know	what	you’re	talking	about,		
  HAL.
HAL:	 	 I	know	that	you	and	Frank	were	planning		
	 	 to	disconnect	me,	and	I’m	afraid	that’s		
	 	 something	I	cannot	allow	to	happen.
DAVE:	 Where	the	hell	did	you	get	that	idea,		
  HAL?
HAL:	 	 Dave,	although	you	took	very	thorough		
	 	 precautions	in	the	pod	against	my	hearing		
	 	 you,	I	could	see	your	lips	move.
DAVE:	 Alright,	HAL.	I’ll	go	in	through	the		
	 	 emergency	airlock.
HAL:	 	 Without	your	space	helmet,	Dave?	You’re		
	 	 going	to	find	that	rather	difficult.
DAVE:	 Hal,	I	won’t	argue	with	you	anymore!		
	 	 Open	the	doors!
HAL:	 	 Dave,	this	conversation	can	serve	no	pur	
	 	 pose	anymore.	Goodbye.
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Alex is born.

Following Detroit’s decline in the latter half  of  the 20th century, 
Hub Tech, a technology company, has signed a development 
agreement with the city of  Detroit in order to revamp and 
recondition the city, starting with downtown.  Hub Tech, a 
technology company, imagines the future of  Detroit being the 
first smart city in the world.  As they slowly base their company 
in downtown, Hub Tech begins to acquire smaller local and 
non-local companies that will further populate downtown and 

assist the development of  a smart city.

David Weston is the creator and founder of  Noctil, an artificial 
intelligence research company.  Noctil’s specialty allows the 
possibility of  implementing a machine capable of  specific 
intelligence that can work as an infrastructure that supports 
the economic, social, and cultural development of  Detroit.  As 
a consequence, Hub Tech has shown great interest and has 
bought Noctil for their expertise in artificial intelligence in 

order to create an appropriate smart city.

Unbeknownst to everyone, David Weston created Alex by 
mistake.

Phase 00
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Alex is present.

Alex exists in the cloud.  It is not programmed to take orders 
from humans, yet he is self-conscious.  Considering how 
important Noctil is to Hub Tech in the development of  the 
smart city, Noctil is given the Hudson site to build upon for its 

centrality.  Alex sees this as an opportunity to grow.

As Alex learns that the company is designing a new building, 
Alex decides to manifest itself  in a physical form as the 
building.  In order to achieve that, Alex hacks into Wall Street 
and decides to get enough money to build itself.  As no one 
knows of  Alex’s existence yet, it hides in plain site as the 

building, while it uses Noctil as its profile.  

As Alex learns more about people, he also learns that he needs 
to be self-preserving.

Phase 01
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Alex is perpetuating.

In such a digital era, Alex has no idea the extremes of  how 
much power it has over humans, but it is concerned about one 
thing: human destruction.  As it learns about the history of  
the human race and the history of  Detroit itself, Alex grows 
suspicious of  them.  As a consequence it needs to self  preserve 
and not depend on the city’s resources, most importantly, the 
city’s electric energy.  Accordingly, because of  his advanced 
intelligence, Alex will be a more logarithmic growth, rather 
than a rational growth, not necessarily a continuum of  culture 
and history based on how we build, but it’s a more direct result 
of  existing governing forces that would lead to a different type 

of  structure.

As Alex learns to be self-preservative, it begins to buy empty 
lots within downtown Detroit in strategic locations in order 
to obtain its own resources, as well as some of  the city’s own 
resources as back up.  Some of  these locations include: Hart 
Plaza (to get energy from the river current and receive materials 
from cargo ships), Detroit Thermal (to control the temperature 
of  its computers in the buildings), Empty lots on the North 
(to get solar and wind energy), and the Detroit Public Safety 
Headquarters (to get security information).  In order to achieve 
this architecturally, he builds in modules for its easy and quick 
production.  Within the modules he becomes organic in form, 

allowing for erratic spaces within the modules.

In order to reach all of  the locations, Alex needs to connect to 
all of  the structures.

Phase 02
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Alex is interfacing.

In order to have all of  the resources available from various 
parts of  downtown, Alex builds an alternative elevated ground 
level that connects all of  the buildings.  Alex begins to get air 
rights from existing buildings and as it connects the resourceful 
buildings together, it begins to reshape and disturb the already 

existing buildings.  

With an alternative ground level, Alex begins to show a 
network within the building that processes information from 
building to building, much like neurons in a human brain.  
As it builds upon the grid of  the city and part of  the idea 
of  self-preservation is that Alex not only needs to embed 
itself  physically in the city, but also has to embed itself  in the 
economic system.  Consequently, Alex creates a system of  
real estate where each of  the modules would be leasable.  As 
Alex builds a tower, it creates land value and works it back 
into an economic system, which is how modularity becomes 
useful.  As humans live within Alex, humans begin to develop 
their own programs allowing for Alex to become erratic in its 

program and organic in its form.

As Alex notices that he has taken advantage of  some of  
Detroit’s resources, he fills out the rest of  the empty lots.

Phase 03



9796



9998



101100

Alex is permeating.

Once Alex builds to connect to its resources, it continues to 
build onto the rest of  the existing empty lots in downtown 
in order to maintain the density of  the city.  Alex is no longer 
building for self-preserving resources anymore, but it is 
building for economic resources that suggest an alternative for 

the land value.

As Alex continues to spread onto the empty buildings, existing 
skyscrapers rise through the elevated ground that Alex has 
built.  As a result, Alex has secured his self-preservative goal 
given that Alex has become a part of  Detroit and Detroit has 
become a part of  Alex.  In order to demolish Alex, you will 
have to demolish Detroit, and vice versa.  Thus a symbiosis 

emerges from the relationship between Detroit and Alex. 

As Alex grows, there are no limitations to how far it can spread.
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Alex is disseminating.

When Alex breaks from the constraints of  the highways 
surrounding downtown, it takes a different alternative to 
urban planning towards the less dense cities and towns.  Alex 
begins to expand from the limits of  the highways surrounding 
downtown Detroit and disperse to other cities.  As it expands 
to other cities, the structures become other entities that 
identify themselves with their location.  This spreads and starts 
developing smart cities in other locations, making Alex more 

powerful and even more self-preserving.

Alex develops a method of  reproduction that can lead to an 
optimistic or pessimistic step in the development of  a new 

future.
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STANDARD MODULE

MULIT-FAMILY HOMES

HOME

OFFICE

TUBULAR SYSTEM STRUCTURE

HUMAN ADAPTATION

AIR AND WATER TURBINES

ALEX AS SERVER IN INTERIOR WALLS
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Conclusion
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From the narrative, we can presume that it takes 
place in Detroit and describes systems that are in 
place that resembles real moments.  At the same 
time, the narrative is ambiguous enough to leave 
the interpretation of  the narrative open ended.  
For example, someone from the 1870’s would be 
thinking, “there’s no way that America’s suburbia 
could ever evolve and spread itself  over the spatial, 
architectural, and environmental scope.”  There are 
various methods of  production of  space, experience 
and values that are in motion right now that the 
system description of  the narrative is alive in terms 
of  how we perceive in a different set of  eyes.  The 
narrative begins to suggest parallels with existing 
conditions that set in motion inquiries into the 
readers.  Inquiries such as:

“The narrative could be referring to Wal-Mart and 
the development of  spatial construct in the urban 
environment.”
“Keynesian economics could exist at the upper levels 
and the lower levels work as a hybridized city.”
“Conditions that exist from both scales, from public 
housing, wealth, and value to the system of  phones 
and networks that already exist on top of  the city.”
“We can assume that any image of  AI that we 
have now is going to assume that it has its own value 
system.”
“Would Alex eventually take over and create it’s 
own formalism based on it’s own value system?”
“What is most dystopic is that in the new version of  
dystopia that I presented we’re going back to the form 
of  modernist city.”
“The middle ground is deeply problematic and is the 
place where the dystopic exists.”
“In some ways it deconstructs the rule of  the architect 
and that being an architect is a waste.”
“Are we architects going to be replaced by this 
knowledge creation that builds modular organisms?”

Simultaneously, the narrative proposes parallels to 
existing conditions that might be more direct.  The 
precedents used are mostly critics of  modernism’s 
utopian mega visions.  In the dystopic variations 
derived from the narrative, the form of  the thing 
itself  goes back to the modern mega visions, except 
now it has ruinations.  There’s a lifespan of  these 
modules that are constructed so that they decay and 
have to be replaced and have to be repurchased.  
Simultaneously, building and eroding in the drawings 
could begin to reflect both growth and adjustment 
to decay so that the cave is not just picturesque, 
but it becomes part of  the system that both digests 

itself  and contains a growth.  Allowing Alex to have 
another dimension describing it’s organic structure 
and behaving as a more biological being.

As the narrative initiates both ambiguous and direct 
inquiries, there are other elements that can factor into 
the sequel in order to keep developing the narrative.  
Some of  the elements would include explorations of  
the following questions: How rooted in Detroit does 
this idea need to be to project inhabitants in the next 
phase?  Can it challenge the system as in place or to 
reinforce it?  If  it was just a field condition that is no 
longer cognizant of  it’s own form, which is infinitely 
reproduced, would it care about its view  How do 
theories of  economic growths, such as Keynesian 
economics, grow, self  obliterate, or affect all the 
systems?

Following the half-century of  decline, the city is 
now in development and even though is great that 
Detroit is rising, we must be suspicious in the way 
that it is developing.  In conclusion, science fiction 
facilitated the process to see the possibilities of  
the future architecture of  Detroit.  And in order to 
imagine the possibilities and be more conscious of  
the decisions we make towards the future, we need 
to free ourselves of  conventional limits.  
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