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Water level supervisor.
Cube Corner Reflector

Atlantic Ribbed Mussel

Conflicts Between Re-
Examined, Re-Defined and Re-
Coupled Species

MUSSEL BUILT examines the 
Gowanus Canal as an industrial 
waterway shaped by dredging, 
disposal, and long-term material 
accumulation. 
Theproject focuses on the Atlan-
tic ribbed mussel as anorganism 
embedded in these altered condi-
tions, using itsgrowth and decay 
cycles to study resilience acros-
sextended temporal scales.
The project treats building as 
an ongoing process of material 
transformation. Decay is em-
ployed as an operational mech-
anism, informing how structures 
change through erosion, accre-
tion, and decomposition rather 
thanremaining fixed in form.

Adv V Studio: Peaceable Kingdom
Fall 2025
Critic: Micheal Wang
Teaching Associate: Amy Suzuki
Team: Raven Huang

Peaceable Kingdom Fall 202501
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The project treats building as an ongoing process ofma-
terial transformation. Decay is employed as anoperational 
mechanism, informing how structures changethrough ero-
sion, accretion, and decomposition rather thanremaining 
fixed in form.
Mussels and allied actors are reorganized along theca-
nal’s “murderer-dredger” edge, forming a floatingCoupling 
Body, an evolving architecture that grows,erodes, and 
rebuilds itself within the canal’s longecological timeline 
and continuous building process.

Occupying space

Total Station Scoping Diary Mussel Built Peacable Kingdom3 4



Cargo Carrier
The method of fuel injection and storage 
remains unknown. But this is speculated 
to be one of the important inf luencing 
factors for the long-term f light of balloons

Agents This diagram shows a cross-section of a Gowanus canal 
wood bulkhead, with the ribbed mussel at its core, illustrating 
all the relevent agents associated with the mussel. It depicts 
the current state of the situation.

5 6Mussel Built Peacable Kingdom



An optical instrument composed of three mutually 
perpendicular reflecting surfaces (like a corner of a 
room). No matter from which angle the light enters this 
corner, after three reflections, the outgoing light will 
remain parallel to the incoming light. The reflector on the 
Gowanus riverbank is used to monitor the settlement of 
the embankment.

Mussel Murderer

Cube Corner Reflector

In 2019, government, superfund and conservancy collab-
orated to propose a draft of Gowanus revival plan and 
dredging the canal and removing the black mud is the 
primitive stage of the plan. 
To prevent channel collapse and organic soil contaminant 
leaching, over 80% of the original shoreline structures (like 
wood bulkheads and salt marshes) were replaced with 
engineered barriers such as steel and concrete bulkheads.
Ironically, these interventions, originally intended for eco-
system restoration, have killed many aquatic organisms 
already stressed by human activity, notably mussels.
Since the 19th century, human creations have been like a 
surging monster, spreading its limbs everywhere.
In the year 2020, one of those limbs, advancing in a mas-
sive surge, inadvertently brushed against the ribbed mus-
sels barely surviving in the Gowanus Canal.
The mussels retreated relentlessly, while the creation 
remained stubbornly immobile. But humans did not even 
spare a glance at mussels, it was just an accident caused 
by humans’ creation, and we just happened to be noticing 
the accident scene.
We can imagine that similar accidents are playing out, day 
after day, in places where unnoticed.

7 8Mussel Built Peacable Kingdom
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On the top of our agents 
collection, bottles will be 
excellent elements for building 
this system as they last nearly 
as long as ancient rocks, 🔴41 
and they are sealed, inexpensive, 
standardized,easily accessible 
and transportable.
These materials are assembled 
together in a way that reserves 
space for future building, forming 
a floating raft foundation that 
provides buoyancy.

The upper part of the foundation 
secures the entire base via the 
downward root growth of marsh 
land plants like cordgrass and 
phragmite. Most importantly, 
the materials in the lower part 
of the foundation are primarily 
substrates suitable for mussel 
colonization, such as brown coir 
and wood planks. Gaps between 
bottles, baskets and ropes 
will be colonized and filled by 
mussels in the future, effectively 
becoming an excellent adhesive 
between the materials. 

Metabolic Fabrication

109



Site plan This floating platform evolves from an artificial barge into a 
resilient eco-system that survives global climate collapse and 
the submergence of Brooklyn. 
By 2100, it serves as a vital stronghold for human survival, 
providing rare arable land for agriculture and hunting in a pre-
modern society.

As humanity eventually fades, the structure's fractured 
components become deeply integrated with native species, 
mussels, and root systems. 
Ultimately, the platform transcends its man-made origins to 
become a permanent ecological aggregate that continues its 
self-building process over centuries.
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The evolving platform serves 
as a stage where diverse 
agents enact a centuries-
long narrative of survival and 
adaptation: initially, pioneer 
species like plants and mussels 
colonize the barge to forge a 
resilient foundation, which later 
empowers humanity to establish 
strongholds for farming and 
hunting amidst a collapsed 
industrial world. As the human 
era fades, native species reclaim 
their role as masters of the site, 
thriving upon the structure and 
coupling their root systems with 
fractured artificial components 
to maintain the buoyancy of this 
enduring ecological aggregate.

Decay Sequence

Snow Storm Surge
Survivor Camp

Aquatic Farmland
North American Ecology

Rainforest Ecology
Salt Marsh Ecology

Tundra Ecology
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"The Site of Specters" interrogates the 
1964 New York World’s Fair not as a static 
historical relic, but as a potent symbolic 
apparatus operat ing through the dual 
mechanisms of The Mask and The Specter. 
The research first dissects "The Mask"—
a functional landscape where power and 
capital synthesized a global hegemony. 
T h r o u g h  i c o n i c  m o n u m e n t s  l i k e  t h e 
Unisphere and corporate pavilions, the Fair 
manufactured a "unified consensus," utilizing 
the consumerist mask of progress to claim 
a monopoly over the trajectory of human 
civilization. This was a "Serious Theme Park" 
of Pax Americana, where corporations like 
IBM, Ford, and Disney acted as the chief 
designers of reality, using spectacular visuals 
to define "The World" as a singular, ordered 
path driven by automation and corporate 
stewardship. In this stage, the site functioned 
as a spatial tool of authority, dictating 
a future that felt inevitable and certain. 
 
However, as this orchestrated utopia failed 
to materialize in reality, the Fair transitioned 
into a state of Hauntology. Borrowing from 

Elective: Power Tools
Spring 2026
Representation
Critic: Jelisa Blumberg
Team: Raven Huang

Jacques Derrida, the project explores how 
the site persists in a liminal "middle state" 
between its physical closure and its "second 
death" of total oblivion. In this "out of joint" 
time, the Fair’s iconography has detached 
from its historical origins to become a "meta-
symbol" within postmodern culture. Driven 
by an "Imperial Nostalgia," these spectral 
remnants—from the rusting structures at 
Flushing Meadows to their constant re-
presentation in media like Men in Black or 
Iron Man 2—serve as fragments of a "lost 
future." When we consume these images, 
we are performing a "Spiritual Salvage," 
attempting to recover a sense of totality 
that has long since shattered. Ultimately, the 
project frames the Fair as a Portal, revealing 
how the ruins of broken promises continue to 
haunt and govern our contemporary cultural 
imagination from the depths of history.

 
Notes: 
01.    The Unisphere is a spherical stainless steel representation of the 
Earth at Flushing Meadows–Corona Park in Queens, New York City, 
United States. The globe was designed by Gilmore D. Clarke for the 
1964 New York World's Fair. Commissioned to celebrate the beginning 
of the space age, the Unisphere was conceived and constructed as the 
theme symbol of the World's Fair. The theme of the World's Fair was 
"Peace Through Understanding", and the Unisphere represented the 
theme of global interdependence, being dedicated to "Man's Achieve-
ments on a Shrinking Globe in an Expanding Universe".



The diagram identifies the 1964 World’s 
Fair as a temporal singularity—a fracture 
point where the "Promised Future" 
and our "Actual Reality" split into two 
distinct universes. In one universe, the 
techno-utopian vision of Pax Americana 
achieved its climax and continued 
into an idealized era. In our universe, 
however, 1964 marked the beginning of 
an endless entropic decay. The diagram 
maps this divergence: the "Future" we 
were promised has been relegated to a 
static image in the past, while our actual 
future feels like a hollowed-out "Past" 
that failed to progress. 
Following Jacques Derrida’s 
hauntology, the diagram explores the 
"Interval" between two deaths. The 
First Death occurred in 1965 as an 
objective historical conclusion—the 
physical dismantling of the Fair. The 
Second Death remains pending: the 
total oblivion of its symbolic legacy. 
Between these two deaths, the Specter 
emerges. This diagram functions as 

1 Jacques Derrida
Hauntology
2 Jean Baudrillard
Simulacra and 
Simulation

1

2

Power Tools Spring 202602 PHANTOM 1964
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a diagnostic tool to locate 
this specter—not as a relic of 
history, but as an active ghost 
that continues to haunt our 
cultural imagination. We are 
performing a spiritual salvage, 
attempting to decipher the 
mechanics of this phantom 
before it vanishes into the 
second death of absolute 
silence.
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This project re-evaluates the 1964 New York 
World’s Fair as an "Architectural Masque"—
an ideological tool for calibration disguised 
as technological optimism. Drawing on John 
Hejduk’s theories and hauntology, it dissects 
the "two deaths" of the Fair: its physical 
erasure and its spectral afterlife within 
contemporary consumerist desires. 
 
The conceptual model, a vertical concentric 
section, functions as a Baudrillardian theater 
of "Simulacra":  
The first layer representing the military-
industrial complex of the Cold War. Utilizing 
heavy black museum board, bunker-like 
sections, and chaotic scaffolding, it exposes 
power in its most primitive, violent form—
a physical substrate locked in gravity and 
nuclear anxiety, buried beneath the utopian 
narrative -- the brutal world. 
The middle layer is no longer a factory 
of goods, but a factory of meanings. It 
functions as a capitalist assembly line that 
dehydrates social crises and reassembles 

them into 1970s commodity fetishes 
(cars, televisions, credit cards). As 
Baudrillard posited, the sign precedes 
the reality; here, complex societal 
contradictions are transformed into 
alienated silhouettes of consumer 
objects, acting as a "Masque" for 
visual dominance.  
The Innermost Layer holds the core 
fragile, intangible "Ghostly Future." 
As the Unisphere collapses within 
the flames, the grand narrative of 
technological salvation undergoes an 
implosion. Mirroring the Phantom’s 
disappearance in the burning Opera 
House, this destruction completes a 
historical reckoning.
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The fire persists as a profound metaphor, echoing the 
night in London when the Crystal Palace—the world’s first 
iron-and-glass Expo structure of 1851—succumbed to 
a catastrophic inferno. As the flames incinerate the last 
vestiges of modernism, the model’s innermost depths 
unveil a primal specter: the silhouette of Mickey Mouse, 
a ghost birthed in 1964 and now haunting the Disney 
Empire. 

This revelation aligns with Baudrillard’s assertion that 
“Disneyland exists in order to hide that it is the ‘real’ 
country... that all of America is Disneyland.” It signifies that 
the specter of the World’s Fair has not perished; rather, 
through total "virtualization," it has erected a perpetual, 
reality-less cycle of consumption atop the debris of 
history.
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Elective: Arguments
Summer 2025
Critic: Marie de Testa
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Typeface Desgin
ORBITAL is a structural deconstruction of 
the Latin character set, replacing calligraphic 
tradition with a rigorous logic of geometric 
assembly. Synthesized from absolute arcs 
and uniform beams, the typeface operates 
as an extension of tectonic thinking. It rejects 
decorative surplus, building complexity 
through the layered progression of minimal 
units—a direct application of simple principles 
to generate spatial tension. 
 
The monolinear consistency grants the text 
block a standardized materiality, transforming 
it into a rational "spatial field." ORBITAL is 
engineered to construct atmosphere through 
precision, where negative space holds the 
same informational density as the physical 
strokes. By simulating the logic of structural 
force systems, the typeface evolves from 
a passive carrier of language into an active 
"informant" of space. It internalizes rational 
structure into a visual rhythm, establishing a 
stable, deep geometric field upon the page.



    Using the North River Wastewater Treatment Plant in New York as its research subject, this 
pamphlet presents the same incident through three mock press releases from the perspectives 
of the government, environmental organizations/communities, and the construction contractor. 
The main body of each article presents its version of events in a neutral, even "official" tone, while 
the margins—their margins—are filled with genuine complaints, defenses, grief, and irony from the 
various parties involved. This format is inspired by the novel "S.": not only does the marginal notes 
serve as supplementary text, but the form itself reveals narrative biases and omissions.

    In the interweaving of these narratives, previously marginalized voices can become mainstream 
through their participation in action, while narrators previously "at the center" become the new "other" 
amidst interrogation. This dynamic and fluid power dynamic reveals a core question: Who has the 
right to narrate? Whose narrative is considered truthful?

    Architecture is not merely a physical structure; it reproduces social structures. When we discuss 
"architectural margins," we're not simply referring to geographical or visual marginal spaces; we're 
exploring unnamed actors, undocumented decision-making processes, and unrecorded emotional 
experiences. This booklet, through a visual, multi-vocal reading device, invites you to listen to these 
diverse voices and rethink how we construct so-called "facts."

At the intersection of architecture, politics, and everyday life, the "margin" 
is never a stable or naturally existing position. It is not a fixed other outside 
of power, but rather a constantly shifting axis under varying perspectives. 
This pamphlet questions how we understand the opposition between the 
"mainstream" and the "margin"—it is often a relative illusion, dependent on who 
speaks, who listens, and who is allowed to narrate.

ARGUMENTS

SHIKI XU

Summer 202503 BETWEEN HTE LINES: ARCHITECTURE, AGENCY & MARGINAL VOICE
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Adv IV Studio: Hudson River's Political 
Personhood: Staging Alternative Fluvial 
Future
Summer 2025
Critic: Amaia Sánchez-Velasco & Jorge 
Valiente-Oriol
Teaching Associate: Amy Suzuki
Team: Xinyi Kong

This project investigates the North River 
Wastewater Treatment Plant in Upper 
Manhattan, addressing the environmental 
injustice imposed on surrounding 
marginalized communities. By introducing 
the concept of "sacrificing sacrifice," the 
design seeks to dismantle the zero-sum 
hierarchy between urban waste, public health, 
and local ecology. 
 
The proposal reimagines infrastructure 
through speculative metabolic scenes where 
daily life and technical systems overlap. 
Ultraviolet disinfection zones are repurposed 
as communal sunbathing grounds, while 
organic waste is processed within a “waste 
sanctuary” to produce nutrient-rich compost. 
Furthermore, filtered wastewater sustains 
endangered oyster populations, and captured 
methane gas powers a central musical tower, 
transforming a hidden urban burden into a 
celebratory public landmark. 
 
The methodology focuses on collapsing 
traditional binaries—such as pollution 
versus ecology and waste versus resource—
into a state of coexistence. By integrating 
perspectives from public health, marine 
biology, and sociology, the project positions 
architecture as a platform for interdisciplinary 
dialogue. Ultimately, it challenges the 
frameworks of modern infrastructure, moving 
beyond technical solutions toward a broader 
critical practice of urban metabolism.



Manhattan, the busiest portal in New York city, welcomes millions of 
people every day. However, behind its prosperity and brightness, there is an 
overlooked problem: Where does the waste produced by Manhattan go? How 
does the city deal with this invisible burden?

The Department of Environmental Conservation has many water treatment 
plants, but despite its large business and the amount of sewage it produces, 
only one water treatment plant handles Manhattan's waste.

The plant was created in 1986, and since its creation it was problematic 
and revealed an environmental injustice to the African and Latin American 
minorities in the upper west side.

The original plan was to build the plant near 72nd Street, but the public works 
department was pressured by middle and upper-class whites at the time, 
prompting the plan to change the construction site to between 137th and 
145th Streets.

Since then, stale smells and unpleasant odors have enveloped the entire 
area, polluting the water quality of the Hudson River, which was originally a 
picnic area and swimming lessons.

Many in an organization founded by Peggy and Chuck Sutton tried to protect 
Upper West Harlem, a vulnerable neighborhood, and pushed for changes to 
ensure a healthy environment for residents. However, their serious response 
was slow and weak. To quell complaints, the city created Riverside State Park 
in 1993, wrapping the polluted core with recreation and green space. They 
named it “Danny Farrell” but never gave it a name. This was not restoration, 
but greenwashing - covering up trauma with scenery.

Three swimming pools, skating rinks, amphitheaters and restaurants 
make the park appear "healthy and vibrant". But the underground facilities 
were once called "sewage Chernobyl". This green is not an antidote, but a 
performance.

Today, visitors from outside West Harlem who come to Riverbank State Park 
to relax rarely realize what kind of land they are standing on - few know that 
buried beneath their feet lie decades of sacrifice, protest, and suppressed 
memory. People run, perform music, play, picnic, and laugh, all without 
noticing the massive smokestack rising from underground at the edge of the 
park - no longer in use, yet standing as a silent monument to a buried history.

The Hudson River witnesses.

It remembers the flow not only of water, but of power.

It remembers which neighborhoods could say “no,” and which were told to 
endure.

It remembers the smell, the protest, the forced beautification.

It sees the grass and knows what’s buried beneath it.

Decrypting the Unresolved Fluvial Conflicts: the Hudson's River as Sacrifice Constructing the Fluvial Future

The project began with research on the North 
River Wastewater Treatment Plant in Upper 
Manhattan. While the facility was built to manage 
the city’s waste and sewage, it created another 
problem: environmental injustice. Black and Latino 
communities in the surrounding neighborhoods 
bore the health risks and environmental burden of 
this hidden infrastructure. From this observation, 
I introduced the idea of “sacrifice.” The river, the 
ecology, and the local residents all became sacrifice 
zones. My question was: could we go further, and 
imagine “sacrificing sacrifice” itself? Could design 
reconfigure these relationships so that people, waste, 
and ecology no longer exist in a zero-sum hierarchy? 
 
To address this, I developed a series of speculative 
scenes where infrastructure and daily life overlap. 
Ultraviolet light used for disinfection becomes a 
communal sunbathing ground. Human and bird 
waste is collected into a “shit sanctuary,” turned 
into compost and fertilizer. Filtered wastewater 
nurtures endangered oyster populations and other 
marine habitats. Methane gas from fermented solids 
powers a musical tower at the center of the park, 
turning waste into celebration. These narratives 
shift the role of the wastewater plant from a hidden 
burden to an open metabolic system, where humans 
and non-humans share resources and cycles. 
 
Working on this project gave me a new methodology 
for addressing design challenges: to dismantle 
f i xed  nar ra t i ves  and  generate  unexpected 
intersections. Infrastructure versus recreation, 
pollution versus ecology, waste versus resource—
rather than treating these as oppositions, I tried to 
fold them into coexistence. This approach moved 
beyond technical solutions into a broader critical 
practice, asking not only how systems work but 
why we have chosen to frame them as we do. 
 
This project  also pushed me toward cross-
disciplinary thinking. I drew from public health 
discussions of environmental injustice, ecological 
studies of oyster restoration, and sociological 
perspectives on sacrifice and resistance. At the 
same time, narrative and artistic strategies allowed 
me to frame these investigations spatially. Bringing 
together such different references taught me to 
navigate design problems with more agility, and to 
see architecture as a platform for interdisciplinary 
dialogue.

2
1  AllegoricalScenography
2  Decrypting document
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SHIT SANCTUARY: HUDSON'S RIVER AS SACRIFICIAL AREA
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The Scene: Worm's Shit Sanctuary. That beast of a bulding that 
turned pipes and vents into public expression. Our pipes grow 
food. Our scaffolds hold rain. Our compost heats the roots. 
Evetything here is part of a cycle, a flow, a metabolism. Not a 
metaphor.  A literal system of energy, waste, and renewal. The 
city's stomach, on full display. This is our patch of soil and worm 
farm.

The Scene: UV-light Bath Club. More of the existing structures 
that were oncebaried underground. we've tansformed the UV 
light water refinement chambers into spaces that aren't just 
for water treatment, they are occupiable by people. Under the 
playground, beneath the steel grid, there's a pool, a place to 
pause, float, cool off. And yes, the origial machines are still 
there, doing their work. Grids follow the structure, but the pools 
couldbreak free, irregular, soft, ucontained.

The Scene: Market & Long Table for Food. we created this 
space so that people from the community can sit together 
along a shared table and engage im conversaion. It's a place 
that celebrates the individuals who, make up the society, 
strengthening connections and reinforcing relatonships among 
them.

The Scene: Pool for both People and Oysters. This long strip 
of water flows from inside the building to outside, connecting 
bodies and shells. One part is for swimmming, The other? An 
oyster nursery. We share the pool, because metabolism doesn't 
stop at the human body.

SHIKI XU

Summer 2025
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Hudson River's Political Personhood: 
Staging Alternative Fluvial Futures

SHIT SANCTUARY: HUDSON'S RIVER AS SACRIFICIAL AREA

Constructing the Fluvial Future: Scene Renderings
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Elective: Rendering Systems
Fall 2025
Computation
Critic: Seth Thompson

This project investigates the atmospheric 
agency of Peter Zumthor’s Kunsthaus 
Bregenz through a simulated diurnal 
sequence. By navigating the transition 
from daytime materiality to nocturnal 
luminescence, the study dissects the 
building’s façade as a metabolic filter rather 
than a static boundary. The investigation 
focuses on the interplay between the 
multi-layered glass shingles and the 
interior concrete volumes, examining how 
transparency and light conditions reshape the 
perceived boundaries of space. Moving from 
"skins to bones," the sequence explores the 
structural logic through the lens of fluctuating 
solar and artificial radiation, treating the 
façade as a reactive interface that modulates 
the relationship between the monolithic 
interior and the urban environment of Lake 
Constance.

05



Rendering Systems Fall 202505 Solid Haze
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The rendering sequence captures a 
fundamental volumetric inversion between 
day and night. During daylight, the museum 
operates as an opaque, monolithic "ice 
cube," where the hazy diffusion of solar light 
emphasizes the shingles’ physical grain. As 
the sun recedes, the hierarchy is radically 
reconfigured. The internal lighting, housed 
within the plenums between the concrete 
slabs and the glass skin, transforms the 
building into a luminous machine. While 
the physical structure is defined by stacked 
"concrete bowls," the nocturnal illumination 
suggests a spatiality derived from the 
interstitial mezzanines. Light becomes 
the primary tectonic agent, reshaping the 
viewer's perception of mass and void. The 
final summary exaggerates chromatic 
attributes to emphasize this atmospheric 
deduction: a transition from a material object 
to a purely optical structure.

1	 Day Series
2	 Night Series

1

2
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Adv VI Studio: OIKONOMIA: Crafting 
Collectivity
Spring 2026
Critic: Michaeljohn Raftopoulos & 
Alejandro Marin
Teaching Associate: Matilda Terolli

Located in Athens, this project redefines 
collective life by inserting a vertical"thermal 
spine" into the Polykatoikia framework. 
The core is a monumentalcylinder: housing 
a professional pottery kiln at its base, it 
extends into ametabolic vessel for exhaust 
and domestic "negative spaces" carved 
into theheated axis to foster productive 
symbiosis.
The project operates through a seasonal 
metabolism. In winter, kiln firingdrives 
radiant floors and pyrolyzes aromatic wood, 
producing incense ash andmeditative voids. 
In summer, the flue acts as a ventilation 
chimney for passivecooling, while the open 
kiln transforms into a communal music 
chamber,resonating sound throughout 
the structure. Here, the family unit shifts 
fromkinship to "production-ship," where 
material, scent, and sound serve as 
theconnective tissue mending the urban 
fabric.



OIKONOMIA: Crafting Collectivity Spring 202606 Vertical Kiln Living
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In a traditional layout, three adjacent caves 
are often linked functionally. The Kitchen 
(Left) serves as the engine, where the heat 
from the cooking stove is channeled through 
flues in the walls to heat the living spaces.

The Kang is the primary heat source, 
activities are condensed onto its surface:
Socializing & Eating: During the day, a small 
table is placed on the Kang for meals and 
hosting guests.
Production: Manual labor, such as sewing or 
weaving, is performed on the warm platform 
to combat the cave's dampness.
Sleeping: At night, the entire family sleeps on 
this shared "Grand Bed" , which retains the 
day's cooking heat.

Case 2: YaodongCase 1: Yurt
Monocell Study

The Mongolian Ger is a traditional 
portable dwelling used by nomadic 
people on grassland, northern part.
A single open space serves all functions 
of life without any physical walls.
The Center (Fire Pit): serves as a 
communal zone for eating, working, and 
hosting guests during the day.
The North Bed (Honorary): Located in 
the "Hoimor" (North side), this is the 
Owner Couple's Bed. stable and sacred 
sleeping spot, situated directly behind 
the altar.
The East (Women's Space): This side is 
for kitchen work, food storage, and dairy 
production tools.
The West (Men's Space): This side is 
traditionally used for male activities and 
storing herding or hunting tools.

All components can 
be dismantled and 
packed away, making 
the structure easy to 
relocate. The lattice 
framework can be 
collapsed, and the felt 
coverings can be folded.
Animals used by 
Mongolian herders when 
moving their homes, 
valued for their strong 
load-bearing capacity.
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This project investigates the primitive logic of 
domesticity by adopting pottery as its central 
craft as pottery is traditional and important in 
Greek culture. It focuses on the development 
of a "monocell"—an autonomous, singular 
living unit where architectural form is dictated 
by the material and thermal demands of clay 
production. 
 
Drawing from the tectonic strategies of 
Chinese Yaodong and Mongolian yurts, 
the monocell is conceived as a thermal 
landscape. Here, the kiln is not a peripheral 
appliance but the primary organizational 
core. Spatial zoning is defined by temperature 
gradients: zones for clay preparation, 
drying, firing, and rest are integrated into 
a continuous material shell. The pottery 
monocell serves as a metabolic prototype, 
where the boundaries between the maker, 
the craft, and the environment are blurred 
through the singular logic of heat transfer 
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The building survives through a metabolic 
cycle. In Winter, the system is fire-driven. The 
pottery making and firing craft is working， 
and all the usage of heat is happening 
everywhere in the building. The core 
pyrolyzes aromatic wood at 300°C within 
the flue's jacket, distributing heat and scent 
through the negative spaces.  
In Summer, the kiln is extinguished, and the 
structure operates as a Solar Chimney. The 
sun-heated masonry creates a stack effect, 
drawing hot air out of the living units to 
provide passive cooling. And the gound floor 
which is the kiln place in winter，opens the 
door to become a open place for music 
 gathering for the whole building. Its unique 
acoustics, combined with its cavernous, 
monumental scale, transform it into a 
gathering space for music, where sound 
resonates vertically through the entire 
structure.

OIKONOMIA: Crafting Collectivity06 Vertical Kiln Living
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Typeface Desgin
ORBITAL is a structural deconstruction of 
the Latin character set, replacing calligraphic 
tradition with a rigorous logic of geometric 
assembly. Synthesized from absolute arcs 
and uniform beams, the typeface operates 
as an extension of tectonic thinking. It rejects 
decorative surplus, building complexity 
through the layered progression of minimal 
units—a direct application of simple principles 
to generate spatial tension. 
 
The monolinear consistency grants the text 
block a standardized materiality, transforming 
it into a rational "spatial field." ORBITAL is 
engineered to construct atmosphere through 
precision, where negative space holds the 
same informational density as the physical 
strokes. By simulating the logic of structural 
force systems, the typeface evolves from 
a passive carrier of language into an active 
"informant" of space. It internalizes rational 
structure into a visual rhythm, establishing a 
stable, deep geometric field upon the page.
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1	 Strata of Soul
2	 Spring Echoes
3	 The Sweetest Radius

Poster Series

1

2

3
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Structural Narratives on Form, 
Transparency, and Geometric Order.
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ESSAYS COLLECTION

The Crystal Goblet,
or Printing Should Be Invisible

BY BEATRICE WARDE (1930)
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Fuck Content
BY MICHAEL ROCK (2009)
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ORBITAL:
Geometric Order and Spatial 

Atmospphere
BY SHIKI XU (2026)
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Cornelia Parker Thirty Pieces of Silver
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FUCK
CONTENT

In Designer as Author I argued that we are insecure 
about the value of our work. We are envious of the 
power, social position and cachet that artists and authors 
seem to command. By declaring ourselves “designer/au-
thors” we hope to garner similar respect. Our deep-seat-
ed anxiety has motivated a movement in design that val-
ues origination of content over manipulation of content.

Designer as Author was an attempt to recuperate the act 
of design itself as essentially linguistic—a vibrant, evoca-
tive language. However, it has often been read as a call 
for designers to generate content: in effect, to become 
designers and authors, not designers as authors. While 
I am all for more authors, that was not quite the point I 
wanted to make.

The problem is one of content. The misconception is 
that without deep content, design is reduced to pure 
style, a bag of dubious tricks. In graphic-design circles, 
form-follows-function is reconfigured as form-fol-
lows-content. If content is the source of form, always 
preceding it and imbuing it with meaning, form without 
content (as if that were even possible) is some kind of 
empty shell.

The apotheosis of this notion, repeated ad nauseum 
(still!), is Beatrice Warde’s famous Crystal Goblet met-
aphor, which asserts that design (the glass) should be a 
transparent vessel for content (the wine). Anyone who 
favored the ornate or the bejeweled was a knuckle-drag-
ging oaf. Agitators on both sides of the ideological spec-

trum took up the debate: minimalists embraced it as a 
manifesto; maximalists decried it as aesthetic fascism. 
Neither camp questioned the basic, implicit premise: it’s 
all about the wine.

This false dichotomy has circulated for so long that we 
have started to believe it ourselves. It has become a cen-
tral tenet of design education and the benchmark against 
which all design is judged. We seem to accept the fact 
that developing content is more essential than shaping it, 
that good content is the measure of good design.

Back when Paul Rand wrote “There is no such thing as 
bad content, only bad form,” I remember being intense-
ly annoyed. I took it as an abdication of a designer’s 
responsibility to meaning. Over time, I have come to 
read it differently: he was not defending hate speech or 
schlock or banality; he meant that the designer’s purview 
is to shape, not to write. But that shaping itself is a pro-
foundly affecting form. (Perhaps this is the reason that 
modern designers—Rand, Munari, Leoni—always seem 
to end their careers designing children’s books. The 
children’s book is the purest venue of the designer/au-
thor because the content is negligible and the evocative 
potential of the form unlimited.) 

So what else is new? This seems to be a rather mundane 
point, but for some reason we don’t really believe it. We 
don’t believe shaping is enough. So to bring design out 
from under the thumb of content we must go one step 
further and observe that treatment is, in fact, a kind of 

/ Tectonics of the Page /

ORBITAL represents a structural deconstruction and 
reconstruction of  the Latin alphabet. It abandons 
traditional strokes—typically rooted in handwriting 
conventions—in favor of  a rigorous, almost industrial 
logic of  geometric assembly: every character is 
composed exclusively of  absolute arcs and uniform-
width linear segments (Beams). This strict limitation 
of  the design vocabulary is, at its core, an extension 
of  architectural thinking: a firm conviction that true 
spatial tension does not arise from ornamentation, but 
rather emerges through the incremental application of  
fundamental geometric principles—building profound 
complexity from simple starting points. Consequently, 
each letter is transformed into a miniature two-
dimensional construct, designed to explore how an 
intrinsic order can be established within a flat plane 
using the most elemental geometric units.

In this design, form itself  possesses a powerful 
narrative capacity. ORBITAL is not merely intended 
to be "read"; it aims to cultivate an "atmosphere"—
a spatial ambiance that is austere, rational, and imbued 
with architectural aesthetics. The monolinearity of  
the strokes dissolves the traditional hierarchies and 
distinctions found in calligraphy, endowing blocks 
of  text with a standardized "materiality" within the 
typographic layout. These repetitive and precise visual 
characteristics are designed to ensure that the reader, 
before processing specific semantic information, first 

Designed,
Written by: Shiki Xu

ORBITALORBITAL::  
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GEOMETRIC ORDER 

AND SPATIAL 

ATMOSPHERE

perceives the sense of  space defined and enclosed by 
this geometric order.

Within ORBITAL’s structural system, negative space 
carries an informational weight equal to that of  the 
solid lines. The closure of  arcs, the tangency points of  
segments, and the overlapping of  paths are not arbitrary 
graphic embellishments, but rather stem from a precise 
control over the sense of  spatial flow. The construction 
of  each character simulates the logic of  a load-bearing 
structural system. In this way, the typeface transcends 
its role as a mere linguistic vessel to become a spatial 
informant—internalizing rational structural beauty into 
a visual rhythm, and ultimately constructing a stable yet 
profound geometric field upon the page.
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PER ASPERA AD ASTRA.
REGULAR

LIGHT

THIN

SEMI BOLD

BOLD

EXTRABOLD

PPEERR  AASSPPEERRAA  AADD  AASSTTRRAA..

PPEERR  AASSPPEERRAA  AADD  AASSTTRRAA..

PER ASPERA AD ASTRA.PER ASPERA AD ASTRA.

PER ASPERA AD ASTRA.PER ASPERA AD ASTRA.

PER ASPERA AD ASTRA.PER ASPERA AD ASTRA.

for human civilization.

If  you agree with this, you will agree with my one main idea, i.e. that 
the most important thing about printing is that it conveys thought, 
ideas, images, from one mind to other minds. This statement is what 
you might call the front door of  the science of  typography. Within 
lie hundreds of  rooms; but unless you start by assuming that printing 
is meant to convey specific and coherent ideas, it is very easy to find 
yourself  in the wrong house altogether.

Before asking what this statement leads to, let us see what it does not 
necessarily lead to. If  books are printed in order to be read, we must 
distinguish readability from what the optician would call legibility. A 
page set in 14-pt Bold Sans is, according to the laboratory tests, more 
'legible' than one set in 11-pt Baskerville. A public speaker is more 
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'audible' in that sense when he bellows. But a good speaking voice is 
one which is inaudible as a voice. It is the transparent goblet again! I 
need not warn you that if  you begin listening to the inflections and 
speaking rhythms of  a voice from a platform, you are falling asleep. 
When you listen to a song in a language you do not understand, part 
of  your mind actually does fall asleep, leaving your quite separate 
aesthetic sensibilities to enjoy themselves unimpeded by your 
reasoning faculties.

The fine arts do that; but that is not the purpose of  printing. Type 
well used is invisible as type, just as the perfect talking voice is the 
unnoticed vehicle for the transmission of  words, ideas. We may say, 
therefore, that printing may be delightful for many reasons, but that 
it is important, first and foremost, as a means of  doing something. 
That is why it is mischievous to call any printed piece a work of  art, 

Imagine that you have before you a flagon of  wine. You may choose 
your own favourite vintage for this imaginary demonstration, so that 
it be a deep shimmering crimson in colour. You have two goblets 
before you. One is of  solid gold, wrought in the most exquisite 
patterns. The other is of  crystal-clear glass, thin as a bubble, and as 
transparent. Pour and drink; and according to your choice of  goblet, 
I shall know whether or not you are a connoisseur of  wine. For if  
you have no feelings about wine one way or the other, you will want 
the sensation of  drinking the stuff  out of  a vessel that may have cost 
thousands of  pounds; but if  you are a member of  that vanishing 
tribe, the amateurs of  fine vintages, you will choose the crystal, 
because everything about it is calculated to reveal rather than hide the 
beautiful thing which it was meant to contain.

Bear with me in this long-winded and fragrant metaphor; for you will 
find that almost all the virtues of  the perfect wine-glass have a parallel 
in typography. There is the long, thin stem that obviates fingerprints 
on the bowl. Why? Because no cloud must come between your eyes 
and the fiery heart of  the liquid. Are not the margins on book pages 
similarly meant to obviate the necessity of  fingering the type-page? 
Again: the glass is colourless or at the most only faintly tinged in the 
bowl, because the connoisseur judges wine partly by its colour and is 
impatient of  anything that alters it. There are a thousand mannerisms 
in typography that are as impudent and arbitrary as putting port in 
tumblers of  red or green glass!

When a goblet has a base that looks too small for security, it does not 
matter how cleverly it is weighted; you feel nervous lest it should tip 
over. There are ways of  setting lines of  type which may work well 
enough, and yet keep the reader subconsciously worried by the fear 
of  'doubling' lines, reading three words as one, and so forth.

Now the man who first chose glass instead of  clay or metal to hold 
his wine was a 'modernist' in the sense in which I am going to use 
that term. That is, the first thing he asked of  his particular object was 
not 'How should it look?' but 'What must it do?' and to that extent all 
good typography is modernist.

Wine is so strange and potent a thing that it has been used in the 
central ritual of  religion in one place and time, and attacked by a 
virago with a hatchet in another. There is only one thing in the world 
that is capable of  stirring and altering men's minds to the same 
extent, and that is the coherent expression of  thought. That is man's 
chief  miracle, unique to man. There is no 'explanation' whatever 
of  the fact that I can make arbitrary sounds which will lead a total 
stranger to think my own thought. It is sheer magic that I should be 
able to hold a one-sided conversation by means of  black marks on 
paper with an unknown person half-way across the world. Talking, 
broadcasting, writing, and printing are all quite literally forms of  
thought transference, and it is the ability and eagerness to transfer 
and receive the contents of  the mind that is almost alone responsible 
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man who instinctively avoided anything as coherent as a reason.

I always suspect the typographic enthusiast who takes a printed 
page from a book and frames it to hang on the wall, for I believe 
that in order to gratify a sensory delight he has mutilated something 
infinitely more important. I remember that T.M. Cleland, the famous 
American typographer, once showed me a very beautiful layout for a 
Cadillac booklet involving decorations in colour. He did not have the 
actual text to work with in drawing up his specimen pages, so he had 
set the lines in Latin. This was not only for the reason that you will all 
think of; if  you have seen the old typefoundries' famous Quousque 
Tandem copy (i.e. that Latin has few descenders and thus gives a 
remarkably even line).

No, he told me that originally he had set up the dullest 'wording' that 
he could find (I dare say it was from Hansard), and yet he discovered 
that the man to whom he submitted it would start reading and 
making comments on the text. I made some remark on the mentality 
of  Boards of  Directors, but Mr Cleland said, 'No: you're wrong; if  
the reader had not been practically forced to read---if  he had not 
seen those words suddenly imbued with glamour and significance---
then the layout would have been a failure. Setting it in Italian or Latin 
is only an easy way of  saying "This is not the text as it will appear".'

Let me start my specific conclusions with book typography, because 
that contains all the fundamentals, and then go on to a few points 
about advertising. The book typographer has the job of  erecting 
a window between the reader inside the room and that landscape 
which is the author's words. He may put up a stained-glass window 
of  marvellous beauty, but a failure as a window; that is, he may use 
some rich superb type like text gothic that is something to be looked 
at, not through. Or he may work in what I call transparent or invisible 
typography. I have a book at home, of  which I have no visual 
recollection whatever as far as its typography goes; when I think of  
it, all I see is the Three Musketeers and their comrades swaggering up 
and down the streets of  Paris.

The third type of  window is one in which the glass is broken into 
relatively small leaded panes; and this corresponds to what is called 
'fine printing' today, in that you are at least conscious that there is a 
window there, and that someone has enjoyed building it. That is not 
objectionable, because of  a very important fact which has to do with 
the psychology of  the subconscious mind. That is that the mental eye 
focuses through type and not upon it.

The type which, through any arbitrary warping of  design or excess 
of  'colour', gets in the way of  the mental picture to be conveyed, 
is a bad type. Our subconsciousness is always afraid of  blunders 
(which illogical setting, tight spacing and too-wide unleaded lines 
can trick us into), of  boredom, and of  officiousness. The running 

headline that keeps shouting at us, the line that looks like one long 
word, the capitals jammed together without hair-spaces---these mean 
subconscious squinting and loss of  mental focus.

And if  what I have said is true of  book printing, even of  the most 
exquisite limited editions, it is fifty times more obvious in advertising, 
where the one and only justification for the purchase of  space is 
that you are conveying a message---that you are implanting a desire, 
straight into the mind of  the reader. It is tragically easy to throw away 
half  the reader-interest of  an advertisement by setting the simple and 
compelling argument in a face which is uncomfortably alien to the 
classic reasonableness of  the book-face. Get attention as you will by 
your headline, and make any pretty type pictures you like if  you are 
sure that the copy is useless as a means of  selling goods; but if  you 
are happy enough to have really good copy to work with, I beg you to 
remember that thousands of  people pay hard-earned money for the 
privilege of  reading quietly set book-pages, and that only your wildest 
ingenuity can stop people from reading a really interesting text.

Printing demands a humility of  mind, for the lack of  which many 
of  the fine arts are even now floundering in self-conscious and 
maudlin experiments. There is nothing simple or dull in achieving 
the transparent page. Vulgar ostentation is twice as easy as discipline. 
When you realise that ugly typography never effaces itself; you will be 
able to capture beauty as the wise men capture happiness by aiming 
at something else. The 'stunt typographer' learns the fickleness of  
rich men who hate to read. Not for them are long breaths held over 
serif  and kern, they will not appreciate your splitting of  hair-spaces. 
Nobody (save the other craftsmen) will appreciate half  your skill. But 
you may spend endless years of  happy experiment in devising that 
crystalline goblet which is worthy to hold the vintage of  the human 
mind.
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aesthetic sensibilities to enjoy themselves unimpeded by your 
reasoning faculties.

The fine arts do that; but that is not the purpose of  printing. Type 
well used is invisible as type, just as the perfect talking voice is the 
unnoticed vehicle for the transmission of  words, ideas. We may say, 
therefore, that printing may be delightful for many reasons, but that 
it is important, first and foremost, as a means of  doing something. 
That is why it is mischievous to call any printed piece a work of  art, 
especially fine art: because that would imply that its first purpose 
was to exist as an expression of  beauty for its own sake and for the 
delectation of  the senses.

Calligraphy can almost be considered a fine art nowadays, because its 
primary economic and educational purpose has been taken away; but 
printing in English will not qualify as an art until the present English 
language no longer conveys ideas to future generations, and until 
printing itself  hands its usefulness to some yet unimagined successor.

There is no end to the maze of  practices in typography, and this 
idea of  printing as a conveyor is, at least in the minds of  all the 

great typographers with whom I have had the privilege of  talking, 
the one clue that can guide you through the maze. Without this 
essential humility of  mind, I have seen ardent designers go more 
hopelessly wrong, make more ludicrous mistakes out of  an excessive 
enthusiasm, than I could have thought possible. And with this clue, 
this purposiveness in the back of  your mind, it is possible to do the 
most unheard-of  things, and find that they justify you triumphantly. 
It is not a waste of  time to go to the simple fundamentals and reason 
from them. In the flurry of  your individual problems, I think you 
will not mind spending half  an hour on one broad and simple set of  
ideas involving abstract principles.

I once was talking to a man who designed a very pleasing advertising 
type which undoubtedly all of  you have used. I said something 
about what artists think about a certain problem, and he replied 
with a beautiful gesture: 'Ah, madam, we artists do not think---we 
feel!' That same day I quoted that remark to another designer of  my 
acquaintance, and he, being less poetically inclined, murmured: 'I'm 
not feeling very well today, I think!' He was right, he did think; he was 
the thinking sort; and that is why he is not so good a painter, and to 
my mind ten times better as a typographer and type designer than the 
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Roni Horn Library of Water

text itself, as complex and referential as any traditional 
understanding of content.

A director can be the esteemed auteur of a film he 
didn’t write, score, edit or shoot. What makes a Hitch-
cock film a Hitchcock film is not the story but a con-
sistency of style, which winds intact through different 
technologies, plots, actors, and time periods like a sub-
stance of its own. Every film is about filmmaking. His 
great genius is that he is able to mold the form into his 
style in a genuinely unique and entertaining way. The 
meaning of his work is not in the story but in the story-
telling.

Designers also trade in storytelling. The elements we 
must master are not the content narratives but the de-
vices of the telling: typography, line, form, color, con-
trast, scale, weight. We speak through our assignment, 
literally between the lines.

The span of graphic design is not a history of concepts 
but of forms. Form has evolved dramatically from one 
year to the next, and suggests a profession that contin-
ually revises and reshapes the world through the way it 
is rendered. Stellar examples of graphic design, design 
that changes the way we look at the world, are often 
found in service of the most mundane content: an ad 
for ink, cigarettes, sparkplugs or machinery. Think of 
Piet Zwart’s catalogues for electrical cable; or the trav-
el posters of Cassandre or Matter; or the New Wave 
work of Weingart, Greiman and Freidman; or the 
punk incitations of Jamie Reid, in which the manip-
ulation of form has an essential, even transformative, 
meaning.

At a 1962 conference at the Museum of Modern Art, 
conservative art critic Hilton Kramer denounced Pop 
Art as “indistinguishable from advertising art” because 
“Pop Art does not tell us what it feels like to be living 
through the present moment of civilization. Its social 
effect is simply to reconcile us to a world of com-
modities, banalities and vulgarities.” But perhaps the 
content of graphic design is exactly that: an evocation 
of “what it feels like to be living through the present 
moment of civilization,” with all its “commodities, 
banalities and vulgarities.” How else can we discuss 
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the content of a typeface or why the typography of a 
surfing magazine suddenly becomes relevant? Or how 
a series of made-up or ‘self-initiated’ posters—already a 
medium of dubious functionality— can end up on the 
wall of a major design museum? Work must be saying 
something, which is different than being about some-
thing.

Because the nature of the designed object is limited, 
individual objects are rarely substantial enough to 
contain fully rendered ideas. Ideas develop over many 
projects, spanning years. Form itself is indexical. We 
are intimately, physically connected to the work we 
produce, and it is inevitable that our work bears our 
stamp. The choice of projects in each designer’s oeu-
vre lays out a map of interests and proclivities. (I use 
the singular designer in the categorical sense, not the 
individual.) The way those projects are parsed out, 
disassembled, reorganized and rendered reveals a 
philosophy, an aesthetic position, an argument and a 
critique.

This deep connection to making also positions design 
in a modulating role between the user and the world. 
By manipulating form, design reshapes that essen-
tial relationship. Form is replaced by exchange. The 
things we make negotiate a relationship over which we 
have a profound control.

The trick is to find ways to speak through treatment, 
via a range of rhetorical devices— from the written to 
the visual to the operational—to make those proclama-
tions as poignant as possible, and to return consistently 
to central ideas, to re-examine and re-express. In this 
way we build a body of work, and from that body of 
work emerges a singular message, maybe even what 
it feels like to be living now. As a popular film critic 
once wrote, “A movie is not what it is about, it’s how it 
is about it.” Likewise, for us, our What is a How. Our 
content is, perpetually, Design itself.
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