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What if you drew a creature? Could it unfold a new geographical imagination in a specific way? 

“Draw me a __ “ is more than an invite to doodle. Embodied in the artefacts, myths, and images of 

countless cultures — liminal creatures not only enchant the occupied space; they fill the blankness 

with fantasies yet they are still bound to the creation of the world. Just like when the little 

prince asked for a drawing of a sheep, what he really wanted was a drawing of a box for him to 

imagine his own sheep [1]. This issue of Paprika! is the “box.” 

In The Classic of Mountains and Seas, mythical entities — chimeras and beasts representing 

heterogeneous cultures — coexist with humans in the known and unknown territory; 

The raven, in stories of First Nations, reborn from a human as a liminal being and disseminated light 

they stole from the nesting boxes; 

The Huldufólk, or the hidden people in Icelandic and Faroese folklore, are interdimensional beings 

existing alongside humans and occasionally lending a helping hand to humans who otherwise would die 

without intervention. 

Inspired by the whimsicality of life-forms, this issue re-imagines coexistence through instability 

and uncertainty. It counters the assumptions associated with unscrutinized use of spatial imagery, 

inviting alternative ways of reading space. It recognizes the representation of human beings, 

animals and demons as a process for exhibiting the connection, rather than fixing the distinction, 

between different realities. It entertains the postulation and embraces the imagination to test the 

elasticity between various kinds of thresholds — human or animal, law or lawless, claimed land or 

terra nullius. 

Contributors to this issue reflect upon the role of imagination, using it as a tool to resituate 

ourselves in the interweave between real and imaginative/uncharted lands and the breakdown of 

binaries. They discuss how representation impacts our ways of seeing, create architectural 

possibilities for new existential dimensions, and question our perception of the known — under a 

reality loaded with data, definitions and boundaries, are we still able to acknowledge and imagine 

the unknown? 
Upon opening the box, enjoy the treat!  

1.Antoine de Saint-Exupéry, The Little Prince, trans. Katherine Woods (Middletown, DE: BN Publishing, 2010). 



Do You Read Me •Do You Read Me is a recurring column that 

uses humor as a way of cutting through academic jargon while 

thoughtfully communicating something about the discipline of 

architecture. It is situated at the intersection of pun-

ditry, poetry, and absurdity. •International Climate Summit 

or Architecture School? •Katie Colford  •“We’ve made much more 

progress than we ever could’ve imagined a couple years ago. 

But it’s still nowhere near enough.” 1 •Helen Mountford, Vice 

President for Climate and Economics at the World Resources 

Institute at the recent UN Climate Change Conference (COP26) 

•1. Everyone agrees that change is needed. “You go first.” 

•2. Every decision is apparently the wrong one. •3. Despite 

these odds, everyone is very confident that they are mak-

ing good decisions. •4. “Progress is slow.” •5. “At least 

double” is needed, whatever it is. •6. Energy resources are 

to be protected at all costs; as necessary, dig deeper. •7. 

Everyone is sweating. •8. What looks pragmatic to one person 

is outrageous to another. •9. No, it is never “enough.” •10.

Everyone’s a critic. •11. As deadlines approach, ambition 

increases while follow-through decreases. •12. Everyone comes 

out looking ten years older than when they started. •13. Not 

as many single people in attendance as hoped. 

1. Qtd. in Brad Plumer and Lisa Friedman, “Can Glasgow Deliver on a Global Climate Deal?,” The New York 

Times, November 8, 2021.

A true story swallowed by a myth. •A city battles death. Residents flocked to the city in a flurry, accepting the dire state as-is. Instead of pretending the prognosis was bright and a future could meet with forever, the residents  decided to give their final 

days in this place. The city became the space ushering life into death,  an architecture of the liminal. It housed the residents until the last one left the earth, and the city  became terra nullius. This is The End, a day in the life of a dying city. •Dusk. An 

evening star casts a pink glow onto what remains. To speak of remains is to remind us  of what came before: cars and trucks bellowing their horns, the smog and haze of production and  consumption: rush hour, takeaway, New York minute, meetings that could have 

been an email,  single-use plastic. A twenty-four seven, wash cycle with no end in sight. In the city, the days  start at nightfall, which translates over to many names given by visitors: sunset city, last stop, concrete graveyard. By marking the beginning of 

a day, the evening emerges youthful rather  than a contract to finish. •Twilight. The song of frogs and crickets marks the space between sunset and rise. Lights are  dimmed, stars are visible, and when the moon joins the sky, it is the strongest lamp on the 

street. •Midnight. People move from place to place with ease. They walk and talk amongst themselves.  Night owls thrive in the city knowing they are not alone, no longer regulated to a diurnal life. In  these hours, one can walk along at night with a sense of 

calm. In the city, safety is guaranteed  through oaths and codes of respect woven into the leftover material. Alone does not mean loneliness. Those who are sleeping sleep in peace, unaware of their neighbors strumming and  humming throughout the night. •First 

Light. The birds are the alarm clock of a mass of people choosing to make their way into a  sun-drenched system. This is the older way, rising with the sun and charting all activities with  the source of heat at bay. When it rains, the sound is dampened, but 

the city still moves and  shakes.  •Sunrise. One cry goes out, and echoes down an alleyway. A survey of bodies occurs each  morning, to count those who have chosen to leave. It is mid-day, the start of the sun’s control.  •Morning. A funeral procession goes by 

with remnants of a New Orleans flavor. The celebration  of life and acceptance of death is a daily occurrence in the city. In the streets, the accompanying  music and generous outcome for the parade almost masks the casket hovering overhead. Candles  are left on 

altars. Trees are planted on the graves. Fresh dirt mounds the former sites of grocery  stores, shopping malls, arcades, dry cleaners, libraries, schools, and houses. Mourning is for the  morning. •Noon. Buildings are oriented to receive nature’s full force. The 

residents deconstruct leftover  spaces and make piles of material. In the amplified crises of climate, the city learns about powers  that cannot be controlled by building up, and the decision to build-down is codified. •Golden Hour. Arms of trees and appendages 

of the constructed bodies move onto the ground.  The forest is a space of sanctuary. A flock leaves the forest and thanks the trees for their time and  space. Some choose to sleep here every evening and stay to mark a ground safe for their nightly  intervention 

of bed-making. Others want the warm embrace of a heated house. A few choose  eternal sleep and walk their last steps here, sit, and remain unmoved until a last breath.  •Sunset. When orbs meet and space collapses, a bright showcase of weather appears in the  

atmosphere. This city loses its residents intentionally. In the retreat into smaller, managed circles, the abandonment of an instant life is replaced with a network of temporality and care.  The spaces decrease over time, removing themselves from the nature it 

borrowed ground from in  the first place. The city is a sunset for all cities, preparing to dip into the earth again. •Castles will burn, basements will flood. After the scorch comes a green so bright it renews any  lost faith in the territory. The green needs 

light, air, soil, and water to live, not that different from  its human inhabitants. What happens when the city gives itself back to the territory, at first in  pieces, and then suddenly by whole? •In thirty years, there will be no city. All residents will stay 

in the earth or choose to wander to a  different node of a larger network still bound by a hyperactive way of living. They will  remember the peace and quiet. The city exists only in memory.  
The Navajo Legend speaks about the Spider Woman, who instructed the Navajo 

women how to weave on a loom which Spider Man told them how to make: •“The 

cross poles were made of sky and earth cords, the warp sticks of sun rays, 

the healds of rock crystal and sheet lighting. The batten was a sun halo, 

white shell made the comb. There were four spindles: one a stick of zigzag 

lighting with a whorl of cannel coal; one a stick of flash lighting with a 

whorl of turquoise; a third had a stick of sheet lighting with a whorl of 

abalone; a rain streamer formed the stick of the fourth, and its whorl was 

white shell.” •As she sits on the ground of creation, the Navajo woman weaves 

the blanket of her own world. She uses the resources of her land, she guides 

herself upon the weather, she weaves under the sun and shade of trees and 

situates her body within the celestial space of making to draw her every-

dayness: a woman, a mother and a creator. The blanket of her world becomes 

both the creation and the tool of survival, within her immediate community 

and beyond. She passes on the knowledge, the discoveries and the tradi-

tion through spoken word, common beliefs and collective forms of artistic 

compassion. She becomes one with the legend itself, constantly re-weaving, 

re-imagining it, but always grounded in the love and care for her people, 

animals and surroundings. •This creation is autonomous, spontaneous and col-

lapses back in full-circle. •This creation encourages us, the mere-mortals, 

to challenge the visible by drawing the invisible.
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FIGURE 3: ANOTHER BUILDING, WOBBLY POCHE

FIGURE 2: ANOTHER BUILDING, RECTANGLE POCHE
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Is a drawing still a drawing when it is literally drawn by a computer? As we enter into the milieu of signalization and data, John May has drawn 

the conclusion that: “no more drawings, only images.” 1 However, beyond this narrow definition of drawing as orthographic gestures, could we not 

encompass its digital turn within a larger lineage of crafting lines and figures, albeit with its own specific set of peculiarities. Artificial 

Intelligence (AI) has recently found its place among the multitude of computational techniques we wield within our discipline, one that serves as 

an explicit manifestation of such a transformation. Thus, instead of merely fantasizing about AI’s capacity for efficient spatial solutions, we 

must explore its unique potentials and aesthetic properties as a medium in its own right. •While there is a diverse array of AI models available, 

the ability for Generative Adversarial Network (GAN) to generate ‘fake’ images is the most disruptive way AI finds its way into our discipline. 

With roots in creating realistic deep-fake faces of people who do not exist, 2 one can appropriate the algorithm to generate plans that do not 

exist as well (Figure 1-3). Underlying this algorithmic technique is a feedback loop between two neural networks: the generator and the discrim-

inator. 3 The discriminator, after being trained using a dataset of Scottish tower poché plans for instance, will judge the random noise produced 

by the generator comparatively to determine its authenticity. As the generator learns to improve its algorithm to better draw novel poché plans, 

it will begin to fool the discriminator into believing that this generated noise is the ‘real.’ Even though this process of learning and mimicry 

appears similar to the traditional model of precedent studies, the notions of form, space, or cultural histories within the original plans are 

irrelevant to these algorithms. Rather, all images, both ground-truth and GAN-generated, are inherently pixels of abstract numeric variables for 

the machine to consume, evaluate, and create. While this set of pixels may appear convincing to our eyes at first, the AI plans unravel themselves 

as uncanny imitations of buildings upon closer examination. Through approximating and hybridizing, the act of faking becomes designing, drawing 

imprecise floor plans with blurring edges and gestural figures. Rather than reproducing buildings and plans as we understand, the computer will 

draw you another building with its own distinctive algorithmic hands. 

 1. John May, “Everything Is Already an Image,” Log 40 (2017): 26. 2. “This Person Does Not Exist,” accessed November 17, 2021,  

https://thispersondoesnotexist.com/. 3. Erik Herrmann, “Role Play,” Log 50 (2020): 44.

•Is
n’t
 i
t 
st
ra
ng
e 
ho
w 
in
 t
he
 B
ar
ce
lo
na
 P
av
il
io
n,
 I

’ve
 n
ev
er
 a
ch
ie
ve
d 
a 

“fr
ee
-f
lo
wi
ng

” e
xp
er
ie
nc
e?
 

Th
e 
so
-c
al
le
d 
fr
ee
 p
la
n 
is
 n
ot
 f
re
e 
- 
at
 l
ea
st
 n
ot
 s
o 
in
 m
y 
me
nt
al
 c
on
st
ru
ct
, 
wh
ic
h 
Mi
es
 h
as
 

ma
st
er
fu
ll
y 
ma
ni
pu
la
te
d 
th
ro
ug
h 
hi
s 
st
ra
te
gi
ca
ll
y 
pl
ac
ed
 s
cr
ee
ns
 a
nd
 w
al
ls
. 
In
 o
th
er
 w
or
ds
, 

th
e 
ce
le
br
at
ed
 f
re
e 
pl
an
 o
f 
mo
de
rn
is
t 
in
ve
nt
io
n 
on
ly
 e
xi
st
s 
on
 t
he
 d
ra
ft
in
g 
ta
bl
e 
fo
r 

th
e 
ar
ch
it
ec
t 
as
 t
he
 m
as
te
r 
cr
ea
to
r.
 I
t 
ne
ve
r 
ex
is
ts
 f
or
 a
 v
is
it
or
 a
s 
hu
mb
le
 a
s 
me
. 
My
 

ex
pe
ri
en
ce
 w
it
hi
n 
th
e 
pa
vi
li
on
 w
as
 b
ur
de
ne
d 
by
 t
he
 m
an
y 
in
fl
ue
nc
es
 t
ha
t 
th
e 
sy
st
em
 o
f 

wa
ll
s 
an
d 
co
lu
mn
s 
im
po
se
d 
on
 m
y 
ci
rc
ul
at
io
n.
 A
sc
en
di
ng
 t
he
 p
li
nt
h,
 t
ur
ni
ng
 a
ro
un
d 

th
e 
co
rn
er
 o
ut
 o
f 
so
me
 u
nk
no
wn
 i
mp
ul
se
, 
to
 b
e 
gr
ee
te
d 
by
 t
he
 o
ve
rs
iz
ed
 s
cu
lp
tu
re
, 

wh
o,
 i
n 
he
r 
tw
is
te
d 
ge
st
ur
e,
 c
al
le
d 
me
 f
or
 a
 c
lo
se
 s
cr
ut
in
y 
wh
il
e 
si
mu
lt
an
e-

ou
sl
y 
re
je
ct
in
g 
it
, 
I 
in
cr
ea
si
ng
ly
 f
el
t 
th
at
 t
he
re
 m
us
t 
be
 p
ha
nt
om
s 
wa
nd
er
in
g 

ar
ou
nd
 t
hi
s 
un
ca
nn
y 
sp
ac
e,
 w
hi
sp
er
in
g,
 g
ui
di
ng
 a
nd
 m
ov
in
g 
me
 l
ik
e 
a 
pu
pp
et
 

de
sp
it
e 
th
e 
pa
vi
li
on

’s 
cl
ai
me
d 
fl
ui
di
ty
 a
nd
 n
eu
tr
al
it
y.
 •(
Im
ag
e 
ca
pt
io
n) 

Be
hi
nd
 t
he
 m
il
ky
 g
la
ss
, 
a 
di
st
an
t 
vo
ic
e 
sa
ys
 t
o 
me
 “T
ak
e 
th
e 
un
kn
ow
n 

pa
th

! A
nd
 g
et
 e
nt
ra
pp
ed

!” 
I 
be
li
ev
e 
th
at
 I
 a
m 
no
t 
th
e 
on
ly
 o
ne
 w
ho
 f
el
t 

pr
op
el
le
d 
to
 g
o 
an
d 
ch
ec
k 
th
e 
so
ur
ce
 o
f 
li
gh
t 
ra
th
er
 t
ha
n 
le
av
in
g 

th
e 
pa
vi
li
on
 a
t 
th
is
 p
oi
nt
, 
an
d 
I 
of
te
n 
wo
nd
er
 w
ha
t 
is
 d
ra
gg
in
g 

me
 a
mo
ng
 a
ll
 t
ho
se
 o
pe
nl
y 
ar
ra
ng
ed
 w
al
ls
.

H
e
r
e
 
b
e
 
d
r
a
g
o
n
s

•t
e
e
t
h
 

n
o
t
 
t
o
 
b
e
 
s
o
w
e
d

•a
n
d
 

t
a
i
l
s
 
n
o
t
 
t
o
 
b
e
 

t
i
c
k
l
e
d

•s
o
 
h
e
 
i
m
a
g
-

i
n
e
s

•i
n
d
o
m
i
t
a
b
l
e

•p
e
r
-

h
a
p
s
,
 
a
b
o
m
i
n
a
b
l
e

•a
h
,
 

h
e
r
e
 
b
e
 
d
r
a
g
o
n
s

•

•Aeri
al 

view
 of 

the 
eart

h al
lows

 

us t
o se

e th
e ea

rth 

in G
od’s 

eye 
view

, as
sert

ing 

man’s
 con

trol
 and

 pow
er o

ver 

natu
re. 

Yet 
natu

re i
s ev

er-c
hang

ing-
 the

 

ephe
mera

lity
 and

 com
plex

ity 
is r

atio
nali

zed 
and 

over
-sim

plif
ied.

 Riv
ers 

chan
ge c

ours
e, c

loud
s mo

ve 

with
 win

d- e
very

 sec
ond 

we s
ee a

 dif
fere

nt c
reat

ure.
 The

se 

morp
hosi

s cr
eatu

res 
are 

powe
rful

, ma
gica

l fo
rms 

that
 hav

e be
witc

hed 

us, 
also

 myt
hici

zed 
by o

ur a
nces

tors
 tha

t ha
ve b

ecom
e th

e ro
ots 

of a
rt 

in h
isto

ry. 
Yet 

in m
any 

inst
ance

s, t
hese

 aut
onom

ous 
crea

ture
s ca

n al
so f

orm 
a 

very
 per

sona
l re

lati
onsh

ip, 
as I

 rec
all 

the 
time

s in
 my c

hild
hood

 whe
n th

ese 
crea

ture
s 

craw
led 

out 
from

 the
 sky

 tur
ning

 int
o my

 com
pani

ons.
 Cra

ne, 
peac

ock,
 tad

pole
, je

llyf
ish,

 

drag
ons,

 eel
, sk

ate 
fish

, wo
rms,

 dov
e...

 Wha
t do

 you
 see

? 

 As I 

write 

two 
land-

scapes, the 

boundaries 

blur between two 

scales of home the 

vastness of an island 

border, and the confines 

of a domestic interior 

during a pandemic. Yet the 

play between familiarization 

and defamiliarization occurs 

again and again as the text trans-

forms from one form to another: write, 

scan, project, photograph, post-pro-

cess, risoprint, fold. In turning two 

scales of home from text to texture, the 

image assumes an uncanny nature; in trying to 
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If 
you 

go to the 
southern beaches 

of Java,  DO NOT wear 
anything green. Nyi Roro 

Kidul, The Goddess of the Southern 
Sea, is the only one who has the ultimate 

right to wear green - disobey and you will be 
swallowed by the ocean. Kidul is a jealous deity, 

fashioning herself into anything as green as the Southern 
Ocean. The folklore goes as far back as the Hindu Kingdoms of 

the 1600s, where every ceremony related to the sea - be it fishing or 
harvest - was always a celebration of her color green, yet, one was never 

to appear in green. •The ‘un-mythical’ (i.e. scientific) explanation, if you 
haven’t guessed it yet, is the fact that the Indonesian ocean tends to be green given 

the climate1. Coupled with the phenomenon of rip currents sucking people into the ocean in 
a stealthy way, wearing green close to the sea is a bad idea for reasons of visibility. •Yet, 

folklore still influences today’s society. Hotels along the Southern Java coast often spare one room 
to furnish with antiques and decorations, green wallpaper and incense, ala Kingdom ceremonial traditions. 

And still, no locals sport the color green, no matter how tempting it is to break custom. •The local shamans are 
the ones who are very adamant about this belief system2. Any instance of bad luck is often tied to a disrespectful way of 

wearing green. It is this ‘scare tactic’, curated by the shamans that reinstates both the belief and also their own position 
in the village. •It is then interesting to relate how myth can engender a contested access to land based upon something as trivial 

as the color green. After the science was presented, locals understood better the epistemology of the myth; yet, they still embrace the 
tradition and beliefs. There then exists a hybrid belief system in contemporary society as locals can’t throw away both the engrained local 

system passed down for hundreds of years or the logic of reason that is undeniable. To reject culture means to deny one’s identity, yet to reject 
science leads to an ignorance of reality.	   

 
1. NASA, “Ocean Color”, https://science.nasa.gov/earth-science/oceanography/living-ocean/ocean-color

2. Editor, PojokSatu. “Dukun Jokowi Bikin Geger, Nyi RoRo Kidul Trending Topic.” Pojoksatu.id, October 19, 2019. https://pojoksatu.id/news/
berita-nasional/2019/10/19/dukun-jokowi-bikin-geger-nyi-roro-kidul-trending-topic/. 

In Slavic traditional folklore and mythology, Domovoy (domovój) is the guardian of the home. Domovoy’s spiritual presence in the home is given consideration on a day-to-day basis. Domovoy lives in the hidden corners of the home — preferably close to the hearth. Although he protects the family, he may also bring misfortune to 
the family.  Domovoy is rarely seen, often depicted as a little, hairy, bearded creature who can resemble or embody a family’s progenitor. Domovoy is half cute, half creepy. •Domovoy’s happiness is determined by the family’s effort to keep a tidy, cozy, and harmonious home. If Domovoy is happy, he will guard the family’s 
health and well-being. However, a disturbed Domovoy can become quite the poltergeist. An irritated Domovoy — often heard stomping on the roof and making noise in the night-- may be appeased by leaving a small plate of food for him in the evening, cleaning the house, or otherwise resolving tensions and conflicts 
within the home. A happy Domovoy does not typically disturb the family, but can sometimes be heard bustling about. When the family moves households, Domovoy is always ceremoniously invited along. •A guest wrote to host Nic Ryan of the Paranormal Mysteries podcast describing his father’s unwavering account.1 
After watching a documentary about Domovoy, he audibly proclaimed that he believed in no such monster. Shortly thereafter, he found his dog in the bathroom with the hook latch locked from inside. Then his new toilet mysteriously breaks. A few months later, his dog, just a few years old and in good 
health, suddenly becomes ill and dies of unknown causes. At this point the man was so shaken he said aloud that he took back what he’d previously said and now fully believes in the presence of Domovoy. Nothing happened after that. •While there seem to be many varying accounts and interpretations 
of Domovoy, there are two elements of this creature that are of particular interest to a world with a need to inspire sustainable ritualistic behaviors at the domestic level. First is the ancestral embodiment of the creature. The presence of an earlier generation inspires reflection upon 
alternative ways of living — much needed in an age of vast digital and physical overconsumption. Second is the effort and consideration that is extended towards this creature. Although there is no tangible reward for our consideration towards Domovoy — aside from the promise of good 
fortune and protection from evil — people go out of their way to respect Domovoy. •As architects, we face the challenge of encouraging regular sustainable behaviors, especially those related to heating and cooling. To most, there is no direct incentive to subject ourselves to any 
discomfort or give any consideration to our energy consumption. However, our HVAC systems are invisibly malicious, as Domovoy reminds us that humans have lived for millennia without the need for such luxuries. •Allow me to introduce: DOMOVOY. A Tamagotchi-style mobile game 
that encourages more sustainable inhabitation of architecture. DOMOVOY measures internal atmosphere using IoT sensors and monitors real-time local weather data. Using BIM data, DOMOVOY encourages the adoption of a wider thermal comfort range by suggesting sustainable 
actions based on a building’s components, orientation, and thermal properties. DOMOVOY sends you a notification before you leave for work and before you go to bed, suggesting actions such as opening shades to allow the sun to passively heat during the day when 
privacy is not necessary. Similarly, DOMOVOY could suggest closing heavy curtains in the evening to insulate the home. Users get rewards for completing these actions, multiplied by a factor relative to the width of your personal thermal comfort range. 
These actions require a synthesis of many factors that is simply beyond the daily computational/motivational capacity of most people. DOMOVOY reminds you to live more sustainably. Architects are pleased that their intentions are more likely to be 
realized by the dwelling’s inhabitants. Domovoy is happy. •DOMOVOY was presented by a team of eight individuals at the 2021 Copenhagen AEC Hackathon as a proof of concept prototype and is currently under further development.  
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In 

Conversation: Joyce 
Hsiang and Bimal Mendis •9:40 

a.m. Book Trader Cafe, New Haven, CT, 
United States, Earth, Universe. •Chloe Hou (CH): 

Your Installation “The World Turned Inside Out” at the Venice 
Architecture Biennale 2021 recalls the reference to Henry Holiday’s Ocean 

Chart (1874). The ocean, once a white space on paper suggesting a lack of knowledge, 
is filled with countless traces of human activities. Lines define the oceanic, terrestrial, 

aerial and outer space, registering the social, economic and technoscientific history of humankinds. What 
strategies did the installation employ in order to call for an un-exploring of the earth, rather than manifesting a 

global ambition of constant territorialization? •Joyce Hsiang (JH): “The World Turned Inside Out,” was in response to a 
previous project “The City of Seven Billion.” And that project materializes the lines that we’ve come to know about the world. One of the 

moments in that project was to recognize a strange disconnect, where we were seduced into reflecting upon an omniscience. Moments like the 
disappearance of Malaysia Airlines reawakened a present day reality of “to fall off the face of the earth.” So we started to demarcate pockmarks and hidden 

voids, for example, the ocean floor, which remains 99% uncharted and barely scraped beyond a very grainy version of satellite imagery and inaccurate interpolation of 
data. We first looked at Henry Holiday’s illustration through the perspective of charting. Then, the fact that it is a blank resonated in an even more meaningful way. The act of 

unknowing, if contextualized, is extraordinarily important as critiquing urbanization and development, but also as an attitude. Umberto Eco’s description of how “if we know too much, we 
become...” What’s the term? •Bimal Mendis (BM): It’s not a politically correct term. He discussed forgetting — the idea of losing history as a culture is as important as keeping. They have to occur in 

reciprocity. •JH: When Umberto Eco spoke at the 50th anniversary of the Beinecke Library, he talked about the role of the library and archives as less of an intentional curation of knowledge. The burning of the 
great library of Alexandria created an arbitrary collection, a record which wasn’t curated. Even before any drawings, a lot of work was just trying to understand the role of the unknown. We regard various concepts of unknowing 

as potential and productive strategies in the world of architecture and in questions of how we engage larger planetary questions. •BM: Holiday’s ocean chart is a form of storytelling. Every map is a story; every form of representation 
is about making a fiction. The idea that the world is urbanized is also a construction of the way we understand it in topography and in motion. Instead of using that story or drawing to be something that conquers, we use it to balance the fear and 

the ferocious desire of exploring, exploiting, extracting, and constructing, and colonizing. •CH: Thinking back to the ocean floor, one of the research projects I participated in is to chart the ocean floor following the UN Convention on the Law of the Sea. 
The work was to map out forms of territories owned by the nation-state 200 nautical miles offshore. At the same time I was wondering what are the voids in the land? How do you inscribe voids where the infrastructure becomes abandoned and useless? •JH: Absolutely. 

One specific strategy in our project is the ghosting infrastructure. The second was about a new form of aqua incognita. And the third was this Inclusive Degrowth Zone, which is a counterpoint to the Exclusive Economic Zone. •BM: The idea behind the Inclusive Degrowth Zone can 
relate to how a drawing becomes political. With it, we put common stewardship of EEZ across countries, removing fictional boundaries that were off the map and creating a common territory, because everything along the coastlines is very contingent from rising sea levels to stormwater surges 

to the marginalization of people and even ecology. It’s the most vulnerable part of the planet, and therefore wants to be thought holistically not individually. So that’s where the idea of preservation and drawing becomes political by essentially redrawing the map without our nation state boundaries. 
•JH: The other kind of strategy — aqua incognita, describes unknown volumes of water. Some of the lines in the drawings are about connections from port to port; and others, you see this intense activity of serving or oil extraction; or for others, it’s a more scientific exploration of seismic plates. We take 

the inverse plan oblique of those lines and preserve these volumes of water as unknown and sectional un-exploration of the depths of the ocean. •BM: And the existing land becomes a precedent that we build on. For example, national parks are territories that have been marked for a certain kind of unknown. They are places 
to be demarcated for further degrowth. Elevationally and typographically speaking, there are so many areas that are uninhabitable and unexplorable. So we mark further areas for preservation that build on this notion of the National Park. A key part of what we’re proposing is also the role of the architect. We’re not just 

constructing a building, but also absorbing within our repertoire — strategies of subtraction, reduction, rewilding and removal, the preservation and the idea of closing things off. So building is not just constructing but also deconstructing in a proactive way. •JH: Another example regarding voids is the point Nemo, which is considered the  
 

 
most inaccessible point in the middle of the sea. And it is a graveyard for satellites because ships rarely pass. What if you conceive points of inaccessibility and imagine the ripple effects they create. These voids reflect a moment of intensity in the lack of intensity. A moment of this de-intensification.  By drawing and mapping the existing conditions, each of 

them has a very different kind of series of systems, rules, logics, organizational strategies, patterns. They are spatial forms that are not just through drawn compositionally, but actually are reflective of a larger series of interactions of political systems, technical systems, cartographic systems that come together, and they all suggest very different 
ideas of built form. In our mind, unexplored is a way to think about how you draw the planet which relies very much on very abstracted conventions and vertical boundaries, rather than the material conditions and the logics of systems that actually change the way things are organized and materialized. •BM: A few thousand years ago, the beginning 

of cartography — the Ptolemy’s world map, was more interesting because people did acknowledge that the Earth was a sphere, but they didn’t know it fully, so the map was always like a quadrant, which they had explored. The shape implies that there are things that lie on the outside. Whereas now I feel like because we think we know the 
world, we draw it as a circle or a sphere, but there’s so much within it that we don’t know yet, yet we don’t acknowledge that. So how do we draw back in doing so? •CH: You’re talking about varying degrees of abstraction that allow architects to discover what’s interesting in particular spatial forms. I wonder how you 

discover these uncanny voids? Just print the drawings very large?  •JH: There’s a lot of automation, scripting and reliance upon existing datasets. But all of those become an analog process of checking against them and a moment of discussion case by case. Because no matter what you do, you don’t actually see 
it until you print it out at the scale you’re working at. Using those kinds of scales we recognize what kinds of scales are representational of the world at large. Yet, the physical installation is actually the most revelatory moment. It wasn’t until the whole thing went up that we began to give 

configurations to different viewpoints. In this project, we privileged the South Pole, often treated as the site of the unknown, as a critique to the dominance of the North. So the unknown reveals itself right at this moment. •CH: Datasets and particular viewpoints are closely linked to 
visualize the makings of “centers.” Without extrapolating masses of real-time data into legible graphs and tables, your visualization renders the complicated journeys that mobilize resources. In the other formats, for example, I’m thinking about those recruiting videos of Tax 

Free Zone which always prioritize an aerial view to show the augmentation of data in the built form through vertical growth and horizontal expansion. Relating to Bruno Latour’s concept of “Immutable Mobiles,” drawings and descriptions materialize fictions and engage 
people (investors) ‘s interest and imaginations. •JH: Gabriel, Hashim, and Roi’s book The World As an Architectural Project opens up by talking about Le Corbusier on his first flight and how that completely changed his outlook on architecture. And it’s 

also similar to Harrison’s map, which is your favorite. •BM: Richard Edes Harrison was an incredible architect from Yale. He was commissioned to make maps that adapted the point of view of the Boeing B-52 bomber during the height of WWII. 
Ironically, the map is called a chart of pathways to peace. In order to achieve worldwide peace, you have to control the sky. It shows strategic locations, points of vulnerability and source code, referring to the larger location of 

Russia and Eastern Europe. Looking at it positions you in a global perspective and allows you to always see from the viewpoint of someone flying high and looking down, which is the vantage point. •JH: But very politically, 
taking the war up into the sky re-perceives things as strategic epicenters and creates larger impacts on the infrastructures, adding to another idea on the vantage point, especially in cases of climate change and 

deforestation. They become present with the rise of satellite imagery. It replicates the notion of Overview Effect, a standard concept that many astronauts have described. Well, it isn’t until they 
actually go out into space, and all of a sudden, they understand and recognize the fragility of the planet and the precarity of human existence on earth. •BM: Another analogy as to how to 

draw the world at its scale is Borges’ story On Exactitude in Science, which talks about the fiction of a one to one map as the only way to represent countries in full accuracy. A 
Lot of times, we perceive fragments of existence. But you can’t color the world on a one to one scale. •JH: We also often question the inside and the outside. This 

Venice piece plays upon this and what it means to see both views simultaneously. •CH: “Better to be cautious than clueless.”1 Do contemporary societies 
still need tales of creatures or monsters? •BM: I think this is partially what you are doing with Paprika!, giving forms to the things we do not 

know and celebrating them. Drawing them continues the traditions of making stories. Inventing them to help us guide who we are. Also 
simply to acknowledge that there’s a phase for things we don’t know. •JH: To reawaken previous geographical mythologies also 

requires us to be critical about the context in which these creatures were previously described. Appropriating 
and further inscribing them makes us extremely aware of the unknown. The other dimension for it is the 

role of imagination. There’s this constant seriousness and reliance on scientificism and 
empiricism. These fables don’t exist without our interests and imaginations. 

•BM: Even with time. How do we ingrain time, rather than a point in 
time in architecture drawings, as this great unknown of 

the past and projections into the future.  
I think we need to be good at 

drawing it. 

 Hsiang, Joyce. Mendis, Bimal. "The City of Seven Billion", New Geographies 08: Island. Harvard University Press. 

   

What’s a wall?

It’s where many of my friends live.

It must be a very rainy place, since I hear a lot of dripping noise at night.

Perhaps flowers grow.

What’s a wall?

It’s something I don’t really think about. 

I mean, why would people give any thought to  it?

All I know is that there must be a leaky pipe and a hole, and that’s how  
mice get into my room.

What’s a wall?

It’s Interior-finish-on-half-inch-gypsum-board-over-two-
by-six-framing-with-five-

and-a-half-sprayed-in-polyfoam-insulation-over-
wood-furring-over-rigid-insulation-

over-three-quarter-inch-polywood- 
sheathing-with-siding-on-top-of- 

sill-plate-over-
concrete-foundation.

It’s exactly that.

On the Ground (1) Invited Critics for the Core 3 Science Fair: 5/10, Peer reviews during the same event: 10/10. (2) Second-year students discover that,
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The End: Unbuilding the City, Shoshana Torn, Princeton SoA, Professional MArch,2023


