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author, the relation to time and the relation of compon-
ent part to whole. The Manimal was produced by one
artist, but looks like the product of a group, which in a
way it is, since the anonymous software programmers
who created Photoshop also have a large hand in the
portrait. Architecture too must get used to ambiguous
authorship issues, entering a dialogue within design
processes that have many, sometimes invisible, partici-
pants, yet trying to retain the active position needed
for the origination of new works.

The Manimal derives its effect from mutation over
accelerated time. It is the product of animation, of
which duration forms a central part; the morphed pic-
ture is just one still frame in a sequence that could, in
principle, run indefinitely. This calls up questions that
apply equally to architecture: when to stop, when is it
finished? What is the ‘right’ solution? Capitalism and
photography have conspired to make architects more

anxious than ever to freeze architecture in time and
suppress the reality that ‘all buildings are the mothers
of ruins’, that only change exists.
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"hirdly, the fact that the unity of the image is not
lisrupted by the diversity of its ingredients is what
listinguishes this hybridizing technique most from
raditional collage. This is the most radical choice for

rchitecture to face. The totalising, decontextualising,
ehistoricising combination of discordant systems of
formation can be instrumentalised architecturally

to one gesture. An extreme blurring of architectural
roperties into cohesive oneness implies an extension
f the single surface organisation from a primarily

1orizontal structure to a three-dimensional organisation

ncompassing the vertical and the diagonal as well,
lowing a totally column-free structure. Enriched by
“ht, sound and movement, a situation emerges in
hich the unified organisation is permeated with
nangeable substances.

ne convergence of sameness and difference into one

cherent structure is already found in the works of

iesler, the second icon of hybridization. Kiesler attri-
yutes the unified organisation with endlessness. This
llows the structure to assume different identities.
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Even more strongly than in his projects, Kiesler’s
capacity for endlessness is conveyed in the series of
photographs of him: Kiesler as a Surrealist, as a mino-
taur, as Willem de Kooning, as a chess player, as Mies
van der Rohe, are just some of his incarnations. The
message that can be read in those photographs is:
imagine, invent, expand and pretend. With this variety
of poses, the contemporary reading of Kiesler is that
multiplicity can constitute a cohesive identity. The
whole Kiesler is found in this wide-ranging series of
Kieslers. Kiesler-as-Kiesler is a manifold - generating,
proliferating and projecting an infinite measure of
possible identities.

The two icons of hybridization, Kiesler and the Mani-
mal, demonstrate the proliferating forces of disauthen-
tication and non-determination within a unified organi-
sation. The architecture of hybridization, the fluent
merging of constituent parts into an endlessly variable
whole, amounts to the organisation of continuous
difference, resulting in structures that are scale-less,
subject to evolution, expansion, inversion and other
contortions and manipulations. Free to assume different
identities, architecture becomes endless.

seamless organisation of disconnected parts



