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Figure 1. Paris Student Protest, 1960.

Abstract

When issues or conflicts arise within our society, change is pursued. The 
right is given to every person in this world today to become politically 
engaged. Society witness a power shift, and activists demand their thoughts 
to be heard. However, a singular person cannot understand or be engaged 
in every matter. It is often overwhelming to hear and see an abundance of  
issues equally relevant and worth fighting to change. 

What should we care about?

The action of  communicating with people in a physical setting holds 
immense value, mainly when communicating for change. When change is 
sought out, the equilibrium of  our public space is disturbed. Protests such 
as marches and rallies, and demonstrations are often actioned. The artistic 
field has a significant role in protests and social movements. A variety of  
dynamic mediums such as street art and visual art come together to address 
ideas of  culture and politics. The intertwining of  the act of  protests and art 
transforms the conventional public space – a disobedient theatre. 

The project aims to design an intervention of  activism. First, the 
intention is to present a setting supported with a creative intervention 
where discourse is encouraged. This is described as physical activism, 
a “performance,” where the project acts as a “theatre” for disobedience. 
Activists will occupy this space and perform during events such as protests 
and marches. The project will also provide facilities for artists, such as social 
and political artists who contribute to these performances. Secondly, the 
project aims to produce a piece of  architecture that performs with its own 
activist voice. The architecture itself  is an actor in the space and works in a 
disobedient manner disturbing normative urban organisation. 

The project require methods that will support its disobedeint aims. Collage 
is a disruptive form of  representation and will produce a disruptive outcome 
from its root. Model making will materialise two-dimensional collages into 
occupiable space, which eventually led to a final design outcome. 

The project challenges the association of  protest and architecture in the 
urban fabric through research across multiple theoretical fields, including 
sociology, political science, urban and architectural theory. This project 
uncovers relevant philosophies within public space, the sociopolitical realm 
and activism. The relevant figures addressed include Jürgen Habermas’, 
Tali Hutaka, Lebbeus Woods and Haus-Rucker-Co. Habermas’ expresses 
the importance of  communication in the public sphere to lead our society 
towards a democratic future. Tali Hutaka provides vital insight into protests 
by breaking down spatial choreographies. Her work provides a crucial 
link between architecture and activism in the field of  research. The work 
of  Lebbeus Woods and Haus-Rucker-Co present radical imagery that 
challenges a normative perspective on architecture. Their work provides an 
example of  spatial activism to assist the project in materialising its message. 
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9Figure 2. Black Lives Matter Protests, 2020. 

City streets house our most vibrant urban life. 

On her most comfortable days, the street presents herself  in the form of  a 
network, a crucial vein within a larger organisation.

Her usual occupants on the move, obedient of  what she has to offer. A 
theatre of  human exchanges.

Occasionally, her position is challenged. The equilibrium is disturbed. There 
is a demand for change. 

She houses Actors who occupy with provocation. Their loud voices fill the 
street. Their messages order attention. They demand to be heard. 

Her structure is compromised. What was once an organised space, abiding 
by its conventions, becomes a place for retaliation, for disobedience, for a 

performance. 

Disobedient Theatre.



Figure 3. Anti-Vietnam War protest Wellington, 1969. 

Introduction

Figure 4. Collage by Author.
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Figure 5. 2020 Woman’s March in Washington, D.C. 

Background

Humans have constantly chased change. Change occurs through evolution, 
development, or discovery by individuals and communities. The higher 
frequency of  events demanding change is due to the increase of  political 
complexity within society. It is a fundamental right as human beings to voice 
views and opinions on issues. Almost every person is to an extent, politically 
engaged. In the modern world, many issues, conflicts, and discussions are 
brought to awareness. A singular person cannot understand or be engaged 
in every case. It is often overwhelming to hear and see an abundance of  
issues equally relevant and worth fighting to change. 

What should we care about?

Social media and the internet confront us with a stream of  events and 
issues. The ease of  liking or sharing a post often makes us feel engaged. 
Communicating with other people in a place and being physically involved in 
the process of  understanding or fighting for change holds a different value. 
These events become an indication of  issues directly affect a community. 
Providing places for healthy discourse is the role of  those who design our 
public spaces. 

Will spaces designed for communication encourage unheard voices to speak 
out?

Protests have been a reoccurring topic on mainstream media. The act 
of  protesting is a confronting action and disturbs typical day to day 
experiences. The artistic field has a significant role in social movements. 
Mediums such as street art address ideas of  culture and politics. Protests 
and visual arts come together, resulting in a transformation of  conventional 
public space – disobedient theatre. 



15Figure 6. Black Panther March Chicago, 1969. 

Project Outline 

The political and cultural experience of  the urban realm is addressed 
in this project. Engaging spaces for protest, which embody the idea of  
disobedience through the architectural actor, have been proposed. The site 
is in central Auckland city, a prominent location for demonstrations and 
occupation by social movements. The project identifies a significant node 
where performances of  protests may occur, which then became the site 
for intervention. The interior spaces will offer specific artistic and creative 
functions to support activism. Disturbance of  the urban equilibrium will be 
enabled through the exterior and internal experience of  the architecture.

Research question

How can architecture support and embody activism?
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Aim of  the Project

This project aims to design a place for discourse. The built form will 
be engaged in activities of  activism. It does this in two ways. First, the 
intention is to present a setting supported with a creative intervention where 
discourse is encouraged. It will spatially provide for the fundamental human 
right of  free speech. Physical activism is a “performance,” so the project 
acts as a “theatre” for activism. Activists will occupy this space and perform 
during events such as protests and marches. The project also aims to address 
the needs of  social or political artists who contribute to the performances by 
providing studios and other facilities. 

Second, the project aims to produce a piece of  architecture that performs 
with its own activist voice. The architecture itself  is an actor in the 
space. The architecture works in a disobedient manner, exposing material 
conditions and disturbing normative urban organisation. 

‘Throwing mud on the businessman’s suit.’

Figure 7. Student Demonstrations 1968. 

Scope and Limitations

Disobedient Theatre specifies two types of  activism working harmoniously. 
Physical and creative activism present issues relating to spatial conditions. 
Physical activism addresses activism that occurs through the occupation of  
spaces. The category includes protests such as marches, rallies, and stand-
ins. Creative activism refers to political public art forms, including street art, 
social art, public sculpture, and architecture which aids the performance of  
protests. 

Issues of  discourse and disobedience in the theatrical occupation of  
urban space is the scope of  the project. The architecture does not address 
or support violent acts. Disobedient Theatre will present speculative 
possibilities of  disobedient occupation with the support of  architecture. 

Figure 8. Bonus Army, Washington D.C. 1932. 



Figure 9. Keyword Breakdown Diagram. By Author. 



Figure 10. The first Gay Pride march, New York, 1970. Photography by Fred W McDarrah.

Literature Review

Figure 11. Collage by Author.
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Public Space

“First we shape the cities – then they shape us.” – Jahn Gehl1

1  Jan Gehl, Cities for People (United Kingdom: Island Press, 2013), 9.

The project takes position in the realm of  public space. The discussion 
will address multiple conditions that allow occupation and participation of  
the public domain. There are two roles of  public space the project aims to 
address. The first is political symbolism within public space; the second is 
social life and collective discussion.

Figure 12. Urban Dwellers in a Public Space. 
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The Public Realm 

The typology of  public space throughout history has evolved and changed. 
The word public is defined as “relating to or involved in the affairs of  the 
community, especially in government or entertainment”.2 The definition 
as a noun is “ordinary people in society in general or a group of  people 
with a shared interest or activity.”3 The term involves multiple layers of  
inclusivity—general affairs of  people, the “ordinary” person, and groups 
with a shared interest. The definition of  public presents the complexity 
when applied to conventions of  space. The root of  the word offers clarity 
on “publicness.” The Merriam-Webster dictionary explains that the origin 
of  “public” comes from the Latin word “Populus,” meaning “people.”4 The 
first realms of  public spaces include the Greek Agora, which provided 
places for political and economic deliberation. Later, Roman Forums blended 
both religious and civic activities.5 Medieval civilisations created places for 
trading and markets. More recently, modernism presented opposite ideas 
of  factionalism, which prioritised cars and other forms of  faster movement. 
Establishing the inclusivity of  the public leads the application of  the term to 
the politics of  space.

2  Oxford Dictionary and Thesaurus, 2nd ed, (2007). s.v. “public.”

3  Oxford Dictionary and Thesaurus, 2nd ed, (2007). s.v. “public.”

4   Merriam-Webster, s.v. “public,” accessed August 9, 2021, https://www.merriam-webster. 
 com/dictionary/public

5  “The Ancient Agora Of Athens,” The Athens Key, accessed June 22, 2021, https://www. 
 athenskey.com/agora.html.

Figure 13. A depiction of  the ancient Greek Agora, the first public space. 

The Political-Public Realm

The inclusion of  people is a core idea of  democracy. An ideal democracy is 
automatically associated with freedom. Democracy is a government “of  the 
people, by the people, and for the people,” as stated by Abraham Lincoln.6 It 
is crucial to understand that today, democratic systems consist of  procedures 
and practices that long and complicated layers of  history have influenced. In 
other words, democracy is the “institutionalisation of  freedom.”7 

The classical idea of  a democratic civilisation began in Athens, Greece. It 
has been actioned for the past 2500 years, producing fundamental concepts 
of  modern democracy. They emphasised that human beings are “individuals” 
and have “rights”. The facilitator of  these practices was public architecture.8 
The Greeks set up a precedence for sending political messages to the public 
sphere. The agora was a message of  power to its citizens. Other civilisations 
also founded multiple other forms of  public space. During the time of  
Germany’s Nazi regime, the designs of  architect Albert Speer (1905-
1981) portrayed an intimidating message of  control and status.9  Public 
architecture facilitates a crucial function in a realm providing communication 
between the state and the citizen.

6  “Defining Democracy,” U.S. International Information Program, accessed June 10, 2021,  
 https://web-archive-2017.ait.org.tw/infousa/zhtw/DOCS/whatsdem/whatdm2.htm.

7  U.S. International Information Program, “Defining Democracy.”

8  The Athens Key, “The Ancient Agora Of Athens.”.

9  Thomas Rogers, “The Complicated Architecture of Albert Speer, Jr.,” The New Yorker,  
 May 2017, https://www.newyorker.com/culture/culture-desk/the-complicated- 
 architecture-of-albert-speer-jr.

Figure 14. Philipp Foltz’s image of  the Pericles famous funeral oration in Athens, Greece. 
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The Social-Public Realm 

Freedom to interact between people is the function of  the public sphere. 
As humans, we experience daily life alongside people. Presented in 
1958, The Human Condition by Hannah Arendt states the “Public sphere 
for man constitutes the territory where the human can experience freedom 
through the collective, the event of  being together with other human….”10 
Arendt’s theory of  The Human Condition divides human activities into 
three categories. Firstly labour refers to the biological means of  the human 
body. Work correlates to the “unnaturalness of  human existence,” in other 
words, artificial needs. Lastly, action refers to the state of  togetherness, 
“plurality is the condition of  human action”.11 The overall argument states 
that public space is where living conditions, worldliness, and plurality come 
together. Living as a human in the public sphere is what drives Arendt’s 
ideas. Conditions of  the public spaces determine the quality of  this human 
experience. 

It is the city’s responsibility to embrace communities, neighbourhoods, and 
people. Public and private life is the primary organisation of  the city and 
enables the layers of  human activity to occur. Jane Jacobs argument in her 
text The Death and Life of  Great American Cities displays her view on the 
short-sightedness of  Urban planning policy in American during the 1960s. 
Jacob’s theory involves the inclusion of  people with a community-based 
approach to planning. She explains the need for diversity in typologies in our 
city so “city life can work decently and constructively”. Diverse spaces will 
“sustain (and further develop) their society and civilisation.”12 Typologies 
that the city require will include places for social discourse to improve our 
human experience. 

10  Hannah Arendt, The Human Condition, 2nd ed (Chicago: University of Chicago Press, 1998),  
 60.

11  Arendt, The Human Condition, 7–8.

12  Jane Jacobs, The Death and Life of Great American Cities (Harmondsworth: Penguin, 1964),  
 241.

Figure 15. A social occupation of  a public urban space. 

Public space has demonstrated its role in the experience of  social life. The 
social life of  public spaces arrives from the ability to interact between 
people. Jürgen Habermas, a German philosopher, and sociologist presented 
ideas on communication within the public sphere. The Indian author 
Mayengbam N. Singh breaks down his interpretation of  Habermas’s position. 
Singh explains that Habermas conceptualised the public sphere from one of  his 
principal theories – The Theory of  Communicative Action. The theory orientates 
towards creating understanding between individuals through communication. 
13 It was the basis for his later developments in the public sphere. Singh further 
explains that Habermas conceived that humane communicative experiences 
would foster a reasonable society.14 Since his text The Structural Transformation 
of  the Public Sphere: An Inquiry into a Category of  Bourgeois Society, there has 
been much debate. The academics and authors Christian J. Emden and David 
Midgley criticise Habermas’s theory. The text Beyond Habermas: Democracy, 
Knowledge, and the Public Sphere and maintains that Habermas’s theory 
represents a generation of  1958. The people of  that time had political 
experiences resulting from the consequences of  the Nazi state and the 
collapse of  German democracy. Habermas’ theory hopes that free, rational 
deliberation and spaces for the individual within a standardised framework 
will result in a methodical Democracy. Emden and Midgley criticise the idea 
exposing that a systematic democracy contradicts views of  free deliberation 
and communication. The authors further condemn Habermas through the 
work of  sociologist Colin Crouch. Crouch claims that normative frameworks 
undermine deliberative democracy. 15 Communication occurs in a natural, 
undefined state between people; hence Harbermas’ attempt to create a 
framework goes against ideas of  a democratic society. 

13  Mayengbam Nandakishwor Singh, “Jurgen Habermas’s notion of the public   
 sphere: a perspective on the conceptual transformations in his thought,”   
 The Indian Journal of Political Science 73, no. 4 (2012): 601. https://www.jstor.org/ 
 stable/41858870?seq=1#metadata_info_tab_contents.

14  Singh, “Jurgen Habermas’s notion of the public sphere: a perspective on the conceptual  
 transformations in his thought,” 601.

15  Christian Emden and David R Midgley, Beyond Habermas Democracy, Knowledge, and the  
 Public Sphere (New York:Berghahn Books, 2013), 2.

The advancement of  spaces for interaction and communicative technologies 
moves the public sphere’s discussion into complex ideas. Emden and Midgley 
speculate the possibility of  new public spheres. They describe the effect of  
digital technologies and the phenomenon of  cyber protests, perceived as an 
international global public space. The argument questions whether public 
space can portray a ‘counterbalance’ to the state and genuinely emulate 
political realities. 16 Harold Mah, Professor of  History at Queen’s University, 
Canada, also adds to the discussion. He questions whether a genuine 
public sphere even existed within civil society.17 Often the realm has been 
manipulated for the state’s intention, taking advantage of  the impacts the 
spaces have on society. Therefore, it is the designer’s responsibility to plan 
spaces for people, free of  ill intentions of  other powers. 

16  Emden and Midgley, Beyond Habermas, 4.

17  Emden and Midgley, Beyond Habermas, 6.

Figure 16. Open urban space, occupants moving with purpose.
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Designing for a Socio-Political Public Space

“Public spaces represent the social and political distance of  a particular 
society in a particular space at a particular time.” 

– Tali Hutaka18

18  Tali Hatuka, The Design of Protest : Choreographing Political Demonstrations in Public  
 Space (Austin: University of Texas Press, 2018), 32.

The following section provides an interpretation of  abstract concepts of  
urban life. The focus is on ideas that create socio-political dimensions in the 
public realm, achieved through public participation. The impact of  unitary 
city plans disregarding architecture’s social responsibility will be discussed 
through theories that attempt to shift control and ownership to the public.

Figure 17. . Anti-nuclear protest, Queen Street, Auckland, 1961. Lead by children – a symbol of  
the future.
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Politics in Architecture

Politics takes various forms in society. It involves the ideas and theories that 
affect us as human beings. The Merriam-Webster Dictionary defines the word 
“politics” as “the art or science of  government”19 and “the total complex of  
relations between people living in society”20. Architecture’s role in human 
life inherently involves it in the field of  politics. Architect Andrés Jaque 
explains in an interview that “architecture itself  performs specific forms of  
politics, politics that have to do with how things are put together, what are 
the possibilities or the likeability of  certain situations to be produced by 
architecture, which ones are blocked? “21 The very nature of  architecture 
questions a designer’s engagement with spatial politics. The extent of  this 
engagement correlates to the perception, quality, and consequence of  the 
built environment. The key idea within spatial politics that this project 
address is the ownership and appropriation of  public space. 

19  Merriam-Webster, s.v. “politics,” accessed August 9, 2021, https://www.merriam-webster. 
 com/dictionary/politics.

20  Merriam-Webster, s.v. “politics,”

21  Andrés Jaque, “La Arquitectura Siempre Es Política,” October 29, 2017, Arch Daily, 0:06,  
 https://youtu.be/w9L6FZ4qwl4.

Figure 18. Albert Speer’s model of  “Volkshalle,” a part of  the new Berlin Capitol, 1945. 

The Right to the City

“The Right to the City” is a debate that has been discussed and critiqued by 
multiple academics. The theory rejects segregated organisation created by 
urban planners, politicians and designers that have produced discriminative 
spaces. It involves two main ideas – the right to participation and the right 
to appropriation.22 Participation pertains to all inhabitants of  the city. 
Regardless of  their political standing or citizenship status, everyone has the 
right to participate in creating the city. Secondly, the right to appropriation 
expresses that all inhabitants can occupy and access the urban space. The 
inhabitants have the right to produce urban spaces that respond to their 
needs.23 Currently, public spaces are victims of  consumerism as opposed to 
allowing free ownership.

22  Henri Lefèbvre, Writings on Cities, trans. Kofman, E. and Lebas, E. (Massachusetts:   
 Blackwell, 2000), 174.

23  Farzad Zamani Gharaghooshi, “Rethinking Public Space: A Critical Analysis of Urban  
 Movements in the Age of Digital Technologies The Case of the Gezi Park   
 Movement in Istanbul,” (PhD diss., The University of Auckland, 2018), 105, https:// 
 researchspace.auckland.ac.nz/docs/uoa-docs/rights.htm.

Henri Lefebvre first sparked the conversation of  “The Right to the City” in 
1968 in Le Droit à la Ville (Writings on Cities). As Lefebvre discusses in the 
text, the idea encourages freedom, play, and collective urban life.24 Andrew 
Merrifield and Herbert Muschamp, in the text Henri Lefebvre: A Critical 
Introduction, speak of  Lefebvre’s text A Production of  Space, where they claim 
his spatial concepts were refined. Here, Lefebvre describes three fields of  
space – the physical, mental, and social. He claims their segregation at the 
hands of  social scientists and philosophers has caused misunderstanding. 
He claims that the creative and active development of  spaces produces 
“organic and alive” cities in their appropriation.25 “The right to the city cannot 
be conceived of  as a simple visiting right or as a return to traditional cities. 
It can only be formulated as a transformed and renewed right to urban life.”26 
The city must be viewed as a whole organism with its design contributing to 
its inhabitants’ creative and active lives. The designer must produce spaces 
for appropriation as opposed to controlled environments.

24  Lefèbvre, Writings on Cities, 173.

25  Andy Merrifield and Herbert Muschamp, Henri Lefebvre : A Critical Introduction (New York:  
 Routledge, 2006), 139.

26  Lefèbvre, Writings on Cities, 158.
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Inhabitants of  cities have the right to adapt spaces to their needs. 
Ownership of  the public realm is an idea addressed critiqued by British 
geographer David Harvey in the text Right to the City. Harvey’s argument 
fundamentally breaks down exploitation through the view of  class society. 
Much of  his theoretical work is dedicated to the capitalist production of  
spaces, particularly on uneven geographical development and the neglect 
of  human rights.27 “The right to the city is, therefore, far more than a right 
of  individual access to the resources that the city embodies: it is a right to 
change ourselves by changing the city more after our heart’s desire.”28 The 
scholar Margit Mayer further adds to the notion of  The Right to the City by 
explaining how it eventually became a slogan for urban social movements.29 
Mayer identifies two spectrums of  social movements in The “Right to The 
City”  in Urban Social Movements. One end is the involvement of  groups 
seeking the protection of  specific fundamental rights hoping to obtain 
free participation for all in a city as it exists. The other end of  the 
spectrum includes activists’ movements pursuing the right to an open 
democratic city through a social or political agency. 30 Academic Farzad 
Zamani Gharaghooshi summarises the goals of  the theory as a utopian way 
of  thinking. The Right to the City produces a reality where the spaces are not 
segregated through strategies of  centralised homogenous planning. The end 
goal is to build a new urban reality that empowers and reproduces the space 
as the inhabitant desires.31 Authors within the discussion call for change in 
planning policy and the result created for the occupants. Through ownership 
of  these spaces, people can adapt to be more successful in providing for their 
occupants. The right to adapt, change, and appropriate could produce cities 
with much more substance, as they are ever-changing towards the aim of  a 
thriving society and thriving lives. 

27  Raju J Das, “David Harvey’s Theory of Uneven Geographical Development:   
 A Marxist Critique,” Sage Journals 41, no. 3 (2017), https://doi.org/https://doi. 
 org/10.1177/0309816816678584.

28  David Harvey, “The Right to the City,” in Citizenship Rights, ed. J. Shaw and I. Štiks (London:  
 Routledge, 2017), 449.

29  Gharaghooshi, “Rethinking Public Space,” 34.

30  Neil Brenner, Peter Marcuse, and Margit Mayer, Cities for People, Not for Profit : Critical  
 Urban Theory and the Right to the City. (New York: Routledge, 2012), 64–65.

31  Gharaghooshi, “Rethinking Public Space,” 106.
Figure 19. Protester occupying a monument, performing a right to free appropriation. 

Unitary Urbanism

The restriction to appropriation and freedom in spaces results from planning 
regulations that restrict organic occupation, an idea encapsulated by 
Unitary Urbanism. Published in 1958, an essay written by the French poet 
Gilles Ivain (1933-1998) was a guideline for the early development of  the 
Situationist International movement.32 It aimed to denounce utilitarianism 
and “boredom” exposed in common urban spaces of  the time. Ivain produced 
peculiar scenes in the urban realm that stimulated the imagination. He 
envisioned an “ever-changing” architecture with flexible spaces that no 
longer held the “cold and functional” characteristic. His manifesto ornated 
the architecture in symbols and emotions to experiment with behaviours 
in the space. The inhabitant’s core activity was “aimless movement”—an 
idea known to the Situationists as the dérive or drifting.33 The Situationists 
furthered ideas from Ivain and produced work that explored possibilities of  
a new organisation of  the city. 

32  Hilde Heynen, “New Babylon: The Antinomies of Utopia,” Assemblage 29, no. 29 (1996):  
 26, https://doi.org/10.2307/3171393.

33  Heynen, “ New Babylon,” 26.
Figure 20. Unitary layout of  the urban fabric. Photograph by Monika Thorpe.
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Situationist International 1957 – 1972

Situationist International was an organisation or alliance of  avant-garde 
artists, writers, poets, and other intellectuals.34 It began at a conference in 
Italy in 1957 where members of  the previous Lettrist International came 
together. The Situationists were social critics who believed in eliminating 
consumer culture, which became a heavy driver of  society after World War 
Two.35 The text The Situationist City by academic Simon Sadler is notable for 
its breakdown of  Situationists ideas. Sadler explains that the Situationists 
aim “to convert Avant-garde interest in everyday space and mass culture 
into a revolution.” It was a movement heavily influenced by Dadaism and 
Surrealism. The group disbanded in 1972 after being viewed as a “failed” 
movement. However, it is said that they are responsible for the influence 
of  counterculture in the mid-twentieth century. The Situationists were a 
possible catalyst for union strikes, radical politics, student protests, and even 
the beginnings of  the punk era.
 

34  “Situationist International,” Tate, accessed June 22, 2021, https://www.tate.org.uk/art/art- 
 terms/s/situationist-international.

35  Richard Pallardy and Derek Merrill. “Situationist International,” in Encyclopedia Britannica,  
 article published May 28, 2016, https://www.britannica.com/topic/Situationist 
 International.

The production of  art and architecture to undermine rationalism and 
functionalism was an effective method for the Situationists. They were 
preparing the ground for art practices to intervene in the “bureaucratic 
controls and architectural spatial order of  the city.”36  The powerful abstract 
interpretations and portrayal of  ideas demand a public response. Sadler 
states that they proposed to “undermine the urban spectacle… these were 
designed to counter the rational order of  the city and rejuvenate everyday 
urban life”.37  The idea of  the spectacle was a key catalyst for the movement, 
which the French philosopher Guy Debord (1931-1994) introduced. 
He explains, “The Spectacle cannot be understood either as a deliberate 
distortion of  the visual world or as a product of  the technology of  the 
mass dissemination of  images. It is far better viewed as a weltanschauung 
that has been actualised, translated into the material realm – a world view 
transformed into an objective force.”38 Debord explains that spectacle has 
transformed the experience of  everyday urban life. The Situationist’s used 
the idea of  the “spectacle” to go against mass media and mainstream devices. 
They believed these devices lead society towards a mundane experience 
removing individualism and uniqueness of  the experience of  everyday 
life. The attempt to move against the mainstream made the situationists a 
catalyst for seeking change on urban normality – activist architects.  

36  Elisha Anne Masemann, “Art in the City, the City in Art,” (PhD diss., University of Auckland,  
 2018), 39-40.

37  Masemann, “Art in the City, the City in Art,” 39-40.

38  Guy Debord, The Society of the Spectacle (New York: Zone Books, 1994), 12, 13.
Figure 21. Map of  “The Situationist City” by Guy Debord. 
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Activism 

“History doesn’t remember what you thought. It remembers what you did.39

39  “Right Side of History,” Gen Less, accessed June 30, 2021, https://genless.govt.nz/right- 
 side-of-history/.

Activism appears in many different forms. The Cambridge Dictionary defines 
activism as “the use of  direct and noticeable action to achieve a result, 
usually a political or social one”.40  Activism has produced a multitude of  
events that have changed the course of  society. Currently, it is taking its 
stance on the path of  globalisation. The National Woman’s Museum in 
the United States lists a few key events such as “Spartacus’ uprising, the 
Protestant Reformation, the Boston Tea Party, the Haitian Revolution, the 
Storming of  the Bastille, Nat Turner’s Rebellion, the Hungarian Revolution, 
Gandhi’s Salt March, the Stonewall Riots, Vietnam war protests, Tiananmen 
Square, the anti- Apartheid movement”.41 Social media has allowed for 
social movements to reach beyond the boundaries of  their country.42 The 
Black Lives Matter movement is an example that recently received immense 
attention. The movement gained momentum after issues of  police brutality 
in the United States. It found responses in at least 60 countries worldwide, 
including New Zealand.43 The current global status of  Activism cannot hide 
local issues in New Zealand’s history. An essential narrative to understand 
the site. 

40  Cambridge Dictionary, s.v. “activism,” accessed June 22, 2021, https://dictionary.  
 cambridge.org/dictionary/english/activism.

41  Nancy Hayward, “A Short History of Activism,” National Women’s History Museum, 2018,  
 https://www.womenshistory.org/resources/general/short-history-activism.

42  Ruth Reitan, Global Activism, (London: Routledge, 2006), 2.

43  Daniel Odin Shaw and Saman Ayesha Kidwai, “The Global Impact of the Black Lives Matter  
 (BLM) Movement,” The Geopolitics, August 2020, https://thegeopolitics.com/the- 
 global-impact-of-the-black-lives-matter-movement/.

Figure 22. Vietnam War Protests 1967. Photograph by John Miller. 
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Activism in New Zealand

Indigenous people have primarily driven activism in New Zealand. Ranginui 
J Walker, a prominent Māori academic, assigns the root cause of  indigenous 
movements as the search to regain power and lost sovereignty in his text 
The Genesis of  Māori Activism.44 The text outlines the after-effects of  
Māori activism following the signing of  the Treaty of  Waitangi in 1840. 
A new wave of  Māori activism emerged, focusing on Māori culture in 
mainstream social life. It aims to also operate in the political system while 
still addressing the issues of  Māori sovereignty.45  A multitude of  Māori 
activists have been the face of  early Activism in New Zealand. Ngāpuhi 
chief  Hone Heke (1837–1850) is known for cutting down the union jack 
flagstaff  in 1844 and 1855.46 Ngā Tamatoa (the young warriors) in the 1960s 
worked on numerous projects but gained recognition for their work with the 
revival of  the Māori language. Whina Cooper (1895-1994) was a prominent 
female figure mainly known for her leading the land march protest in 1975.47 
Acts of  indigenous activism are crucial to acknowledge as a large part of  
New Zealand’s activist context.

44  Ranginui J Walker, “The Polynesian Society Stable,” The Journal of the Polynesian Society  
 93, no. 3 (2017): 280, https://www.jstor.org/stable/20705873.

45  Walker, “The Polynesian Society Stable,” 280.

46  Basil Keane. “Ngā Rōpū Tautohetohe – Māori Protest Movements - Historic Māori Protest,” 
  in Te Ara - the Encyclopedia of New Zealand, article published 20 June, 2012, https:// 
 teara.govt.nz/en/nga-ropu-tautohetohe-maori-protest-movements/page-1.

47  Keane, “Ngā Rōpū Tautohetohe – Māori Protest Movements.” .

New Zealand’s activist sphere has not been limited to fighting local issues; 
the community has also participated in movements in the global dimension. 
Essential documentation of  New Zealand activists events is visible in the 
work of  photographer John Miller. His documentation of  critical events of  
activism includes the anti-Vietnam War Marches, Springbok Tour Protests 
of  1981, Waitangi Protests, Land March of  1975, and the occupation of  
Bastion Point. Miller’s images depict not only his but the subject’s passion 
for pursuing peace and equality for everyone. 48 Author Marina Fokidis, 
in the magazine South as a State of  Mind, makes a statement after her 
experience at an exhibition. “I came to see how his photographs, his words, 
even the ephemeral material pinned to his desk board record his integrity 
and his commitment to equality.”49 He encapsulates the emotion of  the 
journey of  activists in New Zealand. Miller leaves a reminder of  the power 
of  people, fighting for change that occurs kilometres away from their 
shorelines. Global issues that have resulted in activist events in New Zealand 
include South Africa’s Apartheid regime and recent Black Lives Matter, 
Student Climate Change and Free Palestine movements. Therefore, it can 
be concluded New Zealanders embody the fight for change, a clear indicator 
that this will continue to happen. The hope remains that the pursuit of  John 
Miller, peace, and equality for everyone, can be reached. 

48  “John Miller,” The Arts Foundation, accessed September 9, 2021, https://www.thearts. 
 co.nz/artists/john-miller.

49  Cassandra Barnett, Jon Bywater and Marina Fokidis, “Treaty and Protest: John Miller’s  
 Photographs,” South as a State of Mind, https://www.documenta14.de/en/  
 south/25213_treaty_and_protest_john_miller_s_photographs_by_cassandra_ 
 barnett_and_jon_bywater_with_an_introduction_by_marina_fokidis. Figure 23. Whina Cooper Leading Land March Protoest 1975. 
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Architectural Activism

Architecture involves itself  in activism because both fields address human 
occupation. The description of  architectural and design activism revolves 
around community, or people orientated design. The text Architecture versus 
Design Consumerism by Ann Thorpe lists design methods of  architectural 
activism. They include: 

Organising – Designing with rather than designing for

Services – Providing facilities

Advocacy – Speaking up for issues, e.g. environmental, equity, access

Mobilisation – Bringing people together for a purpose, march, petition, 
boycott

Solidarity – Symbols, memorial, “critical design”, “alignment for unity or  
change.”50

50  Ann Thorpe, Architecture and Design versus Consumerism : How Design Activism Confronts  
 Growth (Abingdon: Oxon, 2012), 139.

Figure 24. . Habitat’67 by Moshe Sadie, an example of  Architectural Activism addressing a 
social issue. Photograph Safdie Architects.

The idea of  architectural activism can be described through architectural 
works. Graft, a global architectural firm established in Los Angeles, aim 
to lead the design process and management with their values of  Activism. 
The text Architecture Activism analyses their projects from the activist 
perspective. They are broken down into four categories addressing culture, 
healthcare, energy, relief, and affordable housing issues. The author states, 
“We are not form makers, we are problem solvers. While one can point at a 
structure and critique its shape, material and form, it is far more relevant for 
us to understand how a building resolves the challenge of  the brief  within 
the context in which it sits and the effect it has on the community as a 
whole.”51 With this text, the firm addresses the social impact of  architecture, 
designing for a change instead of  designing with awareness for change with 
no real-life results. Graft embodies a form of  activism that can be employed 
in the industry. However, the research project aims to use architectural 
activism to shift perceptions of  the built environment. Architects have 
been striving to achieve this through the role of  a catalyst for change. 
They can be described as spatial activists, as Hannah Wood explores in 
Spatial Activism: Profiling a New Wave of  European Architecture Collectives and 
Their Spatial Manifestos. She explains the possibility by breaking down the 
discussion on InBetween Economies, a Copenhagen based debate and research 
platform. 

51  Cameron Sinclair, GRAFT: Architecture Activism, (Basel, Switzerland: Birkhäuser, 2016), 6.

“this is the exact post-political atmosphere that requires “new ways 
of  representing, publicising, and talking about architecture.” More 
optimistically, perhaps what such spatial activists might hope to attain could 
become a sort of  ‘micropolitics’, where small, local interventions are enacted 
with a hope to result in a kind of  meta-intervention, which in turn might 
then hold potential to generate a cultural shift.” 52

Wood confirms the ability to present an issue to provoke thought in the 
audience. Graft Architects are motivated by similar possibilities for change. 
They state, “Our role needs to evolve into that of  an outward-facing 
entrepreneur, and this means changing the way we lead our practices and 
more importantly work to change the perception of  the profession in 
society.” 53

52  Hannah Wood, “Spatial Activism: Profiling a New Wave of European Architecture   
 Collectives and Their Spatial Manifestos,” Archinect, February 2017, https://  
 archinect.com/features/article/149989510/spatial-activism-profiling-a-new-wave-of- 
 european-architecture-collectives-and-their-spatial-manifestos.

53  Sinclair, GRAFT: Architecture Activism, 6.
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Hatuka describes the act of  protest as an attempt to bridge the mental, 
social, and physical distance within society. The communication process 
allows distance differentiation “between the self  and the other, between 
the private and the public, and between the ruler and the ruled.”56 Citizens 
search for bridging or challenging these distances and, as a result, fuel 
political and social change.57 Spaces where the challenge occurs hold a 
crucial role in dictating not only “lifestyle” but also “status and power”. The 
materialisation of  this act transforms abstract relationships between people 
and their “ruler” and between people and their physical reality.58 Therefore, 
protest and place are interrelated. Protest occurs in the public sphere, a 
space that belongs to the people and involves the politics and culture of  that 
place.59 Gina Ford states in her lecture Spaces for Protest, Places for Peace that 
we should be designing for 

56  Hatuka, The Design of Protest, 19.

57  Hatuka, The Design of Protest, 6.

58  Hatuka, The Design of Protest, 8-9.

59  Hatuka, The Design of Protest, 8.

Spaces for Participation

The most spatially demanding method of  activism is protest. Protests 
embody a physical form of  disobedience, usually within a public space. 
Participation and appropriation of  public space require communication 
between people and the freedom to express thoughts. The complex 
discussion of  the design of  spatial choreographies will expose the influence 
of  the built form of  protests. Tali Hatuka, an Israeli architect, breaks 
down the spatial choreography of  protest in her text The Design of  Protest: 
Choreographing Political Demonstrations in Public Space. Hatuka defines 
protest as “a planned event in space that is envisioned in the minds of  its 
organisers, who aim to challenge sociospatial distance.”54 She establishes 
that protests are organic events and that “the actual act of  protesting— of  
challenging the existing order— is not simple.”55  Hatuka explains that 
public space creates a sense of  order and stability by authorities. Protests act 
in the opposing role to expose uncertainties, therefore “opening up spatial 
configurations.”

54  Hatuka, The Design of Protest, 13.

55  Hatuka, The Design of Protest, 5.

“the promise that we can think about public spaces that actually embrace 
a sense of  connectivity and community and bring us together around 
collaboration and public discourse. That instead of  designing for 
fortification, we should be designing for exchange….”60

Ford reiterates the possibilities of  public space discussed by Hatuka. Spaces 
that encourage participation in communication and discourse can relay 
powerful messages through architecture and protests. The public realm 
accommodates moments that change the course of  our society. 

“for the future to be open, space must be open.”61  
 - Tapani Sarjakoski

60  Gina Ford, “Spaces for Protest, Places for Peace,” filmed 2017, TEDx Talks,  7:16, https:// 
 www.youtube.com/watch?v=ykA2qtVBwkY&ab_channel=TEDxTalks.

61  Hatuka, The Design of Protest, 19.
Figure 25. Whina Cooper addressing a crowd during Māori land march protests. 



Precedent Studies

Figure 26. Building Cut by Gordon Matta-Clark, 1975. Figure 27. Collage by Author.
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Figure 28. Architecture and art presenting a message to space. Photograph by Naman Saraiya. 

Activists of  Space

The following precedents, in the context of  this project, are considered 
‘activist architecture. The work has pushed the boundaries of  architecture 
to which this project classifies as activism. They are essential beyond their 
physical and material manifestation because they provoke discussion. 

Architectural or spatial activists address issues. An essential argument in the 
field is that of  Spatial Agency. It is a project that includes texts by architects 
and authors Tatjana Schneider and Jeremy Till. They present new ways of  
viewing the production of  space. Schneider and Till aim to propose a “much 
more expansive field of  opportunities in which architects and non-architects 
can operate.”62 The project exhibits “other ways of  doing architecture.”63 
The Spatial Agency database provides a list of  works and people of  spatial 
agents, which will provide a background on activist spaces. 

62  “About,” Spatial Agency, accessed September 10, 2021, https://www.spatialagency.net/.

63  Spatial Agency, “About.”
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Design Earth and Geostories

The text Geostories is a compilation of  works by the architects Rania Ghosn 
and El Hadi Jazairy. It is a part of  the work of  the project Design Earth 
that exposes aesthetic and political issues through the geography of  our 
planet concerning architecture and urbanism.64 Albna Yaneva explains the 
design’s role in the regime of  climate change. The idea is broken down into 
cosmopolitics that consider the cosmos and political assemblies. Design Earth 
set itself  to test new methods of  composing the world to acknowledge 
the diverse relationships.65 The project uses a different representation 
approach to change how nature is perceived and present a newly imagined 
cosmopolitical realm.

The production of  Geostories was from genuine current demands for the 
design and transformation of  the earth. The work represents “a turn from 
Anthropocentric to Anthropocene design.”66 It is a text that aims to take 
positions on spatial and visual expressions of  our geography in the multiple 
categories of  climate change for a responsible approach. “The prefix “geo-
”engages the earth as an essential question of  design: a site, scale, and 
aesthetic condition. As the suffix “-stories” addresses matters of  the earth 
in speculative scenarios of  technological environments….”67 It is a reminder 
of  how our world can change drastically. For both social and environmental 
well-being, we must adapt to these changes. 68 Its radical imagery and 
engagement with an issue represent activist architectural methods. 

64  “About,” Design Earth, accessed September 22, 2021, https://design-earth.org/about/.

65  Rania Ghosn and El Hadi Jazairy eds., Geostories : Another Architecture for the   
 Environment, (New York: Actar, 2018), 215.

66  Ghosn and Jazairy, Geostories, 207.

67  Ghosn and Jazairy, Geostories, 12.

68  Ghosn and Jazairy, Geostories, 213.
Figure 29. Design Earth presenting an image of  for climate activism. After Oil Das Island, Das 

Crude, 2016.
Figure 30. Design Earth presenting an image of  for climate activism. Figure 31. Design Earth presenting an image of  for climate activism. Design Earth, After Oil, 

Straitof  Hormuz Grand Chessboard, 2016
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The Lighthouse: Tū Whenua-a-Kura

The Lighthouse by New Zealand Sculptor Michael Parekowhai is an 
intervention that merges the realms of  public art and architecture. Located 
on Queens Wharf  in New Zealand, it welcomes people from the Waitemata 
Harbour and symbolises the 1950’s statehouse.69 The house’s interior is 
surrounded by neon light star constellations that reflect their light off  
the glossy white walls. The centre of  the house is a sculpture of  explorer 
Captain James Cook (1728-1779) based on the 1776 portrait painting by 
English portrait painter Nathaniel Dance (1735-1811). Cook is used here 
as a symbol for all explorers and travellers who used the star constellation 
to navigate our globe.70  He is displayed looking down, with his hands on 
his chin, making the spectator feel as if  they are witnessing an intimate 
moment, provoking thought as contemporary art curator Kelly Carmichael 
explains in her article for the Institute for Public Art.71 “Within the stars 
sits The English Channel. Its presence grounds the work. He’s not the heroic 
Cook that we often see; he’s more pensive, more thoughtful, considering 
what his next move might be.”72 

69  Kelly Carmichael, “The Lighthouse: Tū Whenua-a-Kura,” Institute for Public Art, accessed  
 October 2, 2021, https://www.instituteforpublicart.org/case-studies/the-lighthouse/.

70  John Daly-Peoples, “Michael Parekowhai’s ‘Lighthouse’ Is a Monument to the State   
 House,” The National Business Review, February 2017, https://www.nbr.co.nz/article/ 
 michael-parekowhai’s-“lighthouse”-monument-state-house-jd-199612.

71  Carmichael, “The Lighthouse: Tū Whenua-a-Kura.”

72  “The Lighthouse Lights Up,” Our Auckland, last updated March 2018, https://ourauckland. 
 aucklandcouncil.govt.nz/news/2017/02/the-lighthouse-michael-parekowhai/.

The architecture acts as an object placed in the space, allowing people to 
interact with only the exterior space, not the interior. This design move 
gives the interior space more power, as it produces curiosity as dwellers peer 
in. Carmichael further comments on Parekowahi’s use of  the statehouse, 
“State housing has been a cornerstone of  New Zealand egalitarianism since 
1935, and the country was proud that citizens could look to government 
to guarantee shelter and a home.”73  However, due to inequality with 
government policies and the harsh “housing boom”, Carmichael quotes critic 
Robert Leonard noting, “Now the state house reminds us how the system 
has failed us.”74 Parekowhai’s work sparks open-ended discussion on people, 
place, and politics. Ross Liew, a figure within the field of  advocacy for 
Public Art in Auckland,75 discusses The Lighthouse’s role in the discussion by 
stating, “What is the role of  art other than to provoke discussion and lead a 
discussion and ask questions? I think there couldn’t be a more appropriate 
symbol actually in terms of  comment on the climate and the struggles we 
have.” 76

73  Carmichael, “The Lighthouse: Tū Whenua-a-Kura.”

74  Carmichael.

75  “About,” Ross Liew, accessed October 2, 2021, https://www.rossliew.com/about.

76  Daly-Peoples, “Michael Parekowhai’s ‘Lighthouse’ Is a Monument to the State House.”

Figure 32. Exterior view of  The Lighthouse occupied by dwellers. 

Figure 33. Interior view of  The Lighthouse at night. 

Figure 34. Precedent Study of  The Lighthouse Tū Whenua-a-Kura. Analysis by Author.
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Haus-Rucker-Co

The group Haus-Rucker-Co was founded in 1967, comprising of  members 
Laurids Ortner, Günther Zamp Kelp, Klaus Pinter and Manfred Ortner. 
Their work was in tune with other experimental utopian architectural work 
in the 1960s, such as Superstudio, Archigram, Ant Farm and Archizoom. 
Through installations and other structural devices, Haus Rucker and Co 
presented alternative concepts of  space. They explored architecture as 
a form of  critique and presented experimental environments that were 
mediated technically. Through their temporary and disposable architectural 
installations, they critiqued the confined spaces of  the middle-class. 
The group also designed prosthetic devices to highlight the overlooked 
sensory experience. The Situationist idea of  play was the inspiration for 
the engagement of  citizens in their work. These performances allowed the 
passive onlooker to become a participant and alter their environment.77

77  “Haus-Rucker-Co,” Spatial Agency, accessed September 8, 2021, https://www.  
 spatialagency.net/database/how/appropriation/haus-rucker-co.

Figure 35. Oasis 7 by Haus-Rucker-Co installed on Friedericianum façade. 

Figure 36. Precedent Study of  Oasis 7 by Haus-Rucker-Co. Analysis by Author.

Haus-Rucker-Co’s project Oase or Oasis No. 7, presented in 1972, was one 
of  their most notable works. It was a pneumatic structure that acted as a 
parasitic space off  the façade of  the Friedericianum, a museum in Kassel, 
Germany.78 The form was a transparent PVC foil sphere with an interior 
steel catwalk that emerges from the museum’s interior, through the window 
and into the sphere.79 It could accommodate up to 2 people at a time. Haus-
Rucker-Co comment on their work, stating, “Our balloons will help you to 
discover an unknown feeling of  tranquillity, of  security, of  relaxation. And 
love. We want to heighten your sensitivity. You will take a journey. Together 
with someone you love. Into inner space. Like Astronauts. Only an inward 
trip.”80  The palm tree within the bubbles’ utopian air contrast the sterile 
interiors of  the host structure.81 Their work produced images that, even 50 
years later, make a statement about conventional means of  architecture. The 
group’s contribution to creating experimental spaces established them as 
activist architects. 

78  “How? Appropriation: Haus Rucker and Co.,” Spatial Agency, accessed September 7, 2021,  
 https://www.spatialagency.net/.

79  “Oase No. 7,” Architectuul, accessed September 20, 2021, http://architectuul.com/  
 architecture/oase-no-7.

80  “From Transportive Prosthetics To Edible Architecture — The Story Of Haus-Rucker-Co,”  
 Something Curated, accessed September 20, 2021, https://somethingcurated. 
 com/2020/10/26/from-transportive-prosthetics-to-edible-architecture-the-story-of- 
 haus-rucker-co/.

81  Esther Choi, “Atmospheres of Institutional Critique: Haus-Rucker-Co’s Pneumatic   
 Temporality,” Hippie Modernism: The Struggle for Utopia. Edited by Andrew Blauvelt,  
 November 2015, http://estherchoi.net/index/atmospheres-of-institutional-critique- 
 haus-rucker-co-s-pneumatic-temporality.
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Lebbeus Woods

Lebbeus Woods (1940-2012) was an American architect and theorist known 
for his radical visionary work, which often related to the uncertain aspects 
of  society.82 The idea of  uncertainty is drawn into his theoretical work, 
which focused on building after disasters such as economic catastrophes, 
major earthquakes, or war.83 He criticises the ignorance of  architects 
towards their responsibility to rebuild communities after events of  disaster. 
“Because architecture is at the very centre of  the event and the broad range 
of  controversies around it, one would expect architects to feel the weight 
of  their special responsibility to cast a long and critical eye on the complex 
role their field played in it as prelude to any proposals for rebuilding. This 
has not happened.”84 His text The Storm and Fall describes the two opposite 
ideas in the titles concerning his installation work. The storm refers to the 
“geometric box” that controls most building design. The fall imagines a 
space amid collapse. It is a brief  moment that can only be inhabited in our 
imagination. Woods describes the fall as an “experimental domain where 
limits of  all kinds are tested for those willing to take risks and embrace 
changes.”85 He focused on producing confronting ideas and imagery that 
present the potential of  architecture, merging the realm of  architecture and 
science fiction. 

Woods uses techniques of  mystery and contrast, which in turn produces 
work that sends messages of  possibility to his viewer. Author Stephen 
Games speaks of  Woods visionary works in the text Dream Cities. Lebbeus 
Woods: Origins. He describes Woods works as having an “excessive ability 
to idealise and transcend.” His drawings, in particular, was described by the 
author as the process of  one in which allowed Woods to let his imagination 
freely express itself, which absorbed him into his work. 

82  Aarati Kanekar, “The Seduction of Destruction,” Traditional Dwellings and Settlements  
 Review 18, no. 1 (2006): 77–78, https://www.jstor.org/stable/23566031.

83  Lebbeus Woods, The Storm and the Fall (New York: Princeton Architectural Press, 2004).

84  Woods, The Storm and the Fall, 107.

85  Woods, The Storm and the Fall, 120.

Free of  a precise purpose, this “would follow the work rather than be 
instrumental in shaping it.”86  His projects labelled Free Zones were 
technological interventions created in the 1990s. The drawings consist 
of  structures that embody a mysterious performance. They enable a new 
way of  relating to the built environment by challenging conceptions of  
how buildings work and exist. Modern Art curator Joseph Becker, in his 
essay Drawn In: The Rendered Visions of  Lebbeus Woods, explains that Woods 
believed in work acting as a catalyst for “non-normative engagement 
through social and political hierarchies that defy the top-down rules of  
existing hierarchical systems.” 87 His work aims to project change in the way 
we think about architecture while presenting theories and drawings that 
stimulate imagination and ask, “what if…”.

86  Stephen Games, “Dream Cities. Lebbeus Woods: Origins,” AA Files 11 (1986): 83, https:// 
 doi.org/10.4324/9781351192118.

87  Brett Littman, Joseph Becker, and Jennifer Dunlop Fletcher, “Drawing Papers,” The Drawing  
 Center’ 114 (2014): 14, https://issuu.com/drawingcenter/docs/drawingpapers114_ 
 woods.

Figure 37. Drawing of  the speculated Berlin Free Zone by Lebbeus Woods. 

Figure 38. Precedent Study of  Berlin Free Zone by Lebbeus Woods. Analysis by Author. 
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Elephant in the Room 

Elephant in the Room is a project that addresses the climate crisis through 
the narrative of  an elephant that tackles climate change and environmental 
injustice. It is a speculative project which began after controversies at New 
York’s Museum of  Natural history. The museum’s taxidermy exhibition of  
elephants includes an elephant that president Theodore Roosevelt (1858-
1919) shot. The elephant and thousands of  others became the museum’s 
property during the Smithsonian-Roosevelt African Expedition. The 
character of  the taxidermy elephant comes to life to take her demand to the 
streets, calling for broader climate justice. The story explores how history 
museums can focus on climate campaigns by re-thinking the space’s purpose, 
design, and experience. “Such a fable, which is apt to delight and entertain, 
always makes a fuss about injustice, cruelty, and arrogance. In this sense, 
the elephant as museum is less a curator—that which manages, administers, 
or organises a collection—and more a caretaker, that is, someone who takes 
care of  a planet and with responsibility for keeping a place in good repair.”88 
It is a project that engages the viewer in the issue through its modes of  
representation and satirical nature. 

88  Rania Ghosn and El Hadi Jazairy, “Elephant in the Room,” Journal of Architectural   
 Education 75, no. 2 (2021): 264–74, https://doi.org/10.1080/10464883.2021.194767 
 7.

Figure 39. The Elephant storms through the city creating destruction in its path, Drawing by 
Rania Ghosn and El Hadi Jazairy.

Figure 40. The Elephant takes its final resting place, Drawing by Rania Ghosn and El Hadi 
Jazairy .

Elephant in the Room266

Familiar with the feeling of being dismissed, 
the elephant trumpets: a crisis does exist! 

She lets out an alarm call to signal the herd, 
to stampede into the streets out from where they were stirred.

She broke out of the Museum of Natural History
to protest human behavior in all its misery. 

She occupies Wall Street and protests in Times Square, 
while sirens serenade and flies buzz in the air.

Elephant in the Room274
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So down the street we go with the elephant inside, 
always mustering her grit as our climate action guide. 

And if somehow you happened to miss her, 
just take a step back and look at the bigger picture. 
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Figure 41. Precedent Study of  the Elephant in the Room by Rania Ghosn and El Hadi Jazairy. 
Analysis by Author..
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The work of  Gordon Matta- Clark provides a link between art, architecture, 
and activism. He produces innovative methods of  experiencing art. As the 
art director Corinne Diserens explains in the text, Gordon Matta-Clark, 
Clark explored “radical ways of  subverting urban social environments 
and experiencing artistic proposals”.90 His twin brother John Sebastián 
(Batan) Matta demonstrated psychological problems and often experienced 
delusional episodes. American art curator Betti-Sue Hertz describes in 
her essay Double triangle: the madness of  the unexpected that Clark’s spatial 
experiences may be an interpretation of  the disorientation that was a part 
of  his brother’s everyday life.91 He is well known for his “dissections” of  
spaces where he creates cuts in existing buildings deemed for demolition. 
These cuts produced “disorientating walk-through sculptures”92. He tackled 
this idea through many scales from apartments in the Bronx, calling the 
series Bronx Floors: Thresholes and a larger structure on a pier in New 
York known as Days End.93 Disorder and disobedience are often used in his 
projects to move against the architectural expectation of  the space. 

90   Corinne Diserens, Gordon Matta-Clark (London: Phaidon, 2003), 6.

91   Briony Fer, Betti-Sue Hertz Matta, and Gordon Matta-Clark,  Transmission : The Art of  
 Matta and Gordon Matta-Clark (San Diego, Calif.: San Diego Museum of Art, 2006),  
 13.

92  James Attlee, “Towards Anarchitecture: Gordon Matta-Clark and Le Corbusier,” Tate  
 Papers 7, 2007, https://www.tate.org.uk/research/publications/tate-papers/07/ 
 towards-anarchitecture-gordon-matta-clark-and-le-corbusier.

93  Attlee, “Towards Anarchitecture,” 1.

Anarchitecture and Gordon Matta-Clark

The 1970s movement Anarchitecture aimed to communicate the two ideas 
within the name, ‘anarchy and ‘architecture. They include artists Laurie 
Anderson, Tina Girouard, Carol Goodden, Suzanne Harris, Jene Highstein, 
Bernard Kirschenbaun, Richard Landry, Richard Nonas, and Gordon Matta-
Clark. The artists collaborated on an exhibition that critiqued architecture 
by embodying the symbol of  drawbacks and resistance to change based in 
New York. The group focus may have been in response to Clark’s experience 
and ideas of  architecture. These include the group’s ideas concerning 
the occupation of  buildings and “capitalist modes of  the production of  
architecture”. Clark continued to address similar ideas in his personal 
work.89

89  “The Anarchitecture Group,” Spatial Agency, accessed September 10, 2021, https://www. 
 spatialagency.net/database/why/political/the.anarchitecture.group.

Figure 42. Building Cut by Gordon Matta-Clark, 1975.

Figure 43. Collage by Gordon Matta-Clark creating a disorientating image.  

Figure 44. Analysis of  disturbed axis on collage. Image by Gordon Matta-Clark, analysis by 
author. 

Figure 45. . Elliptical analysis of  Conical Intersect building cut by Gordon Matta-Clark. 
Photograph by Marc Petitjean, analysis by author. 

Figure 46. Precedent study of  Gordon Matta-Clark’s Building Cuts and collages. Analysis by 
Author.



Site and Objects

Figure 47. Public monument of  Admiral Horatio Nelson appropriated by climate activists, 
Trafalgar Square. 

Figure 48. Collage by Author.
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The Act of  Objects

The multiple elements that come together and affect the performance of  
activism in a public space will be analysed through the idea of  objects. These 
ideas have been used to influence architectural elements, which were then 
integrated in the final design proposal. 

  
Disobedient Objects 

Disobedient Objects was an exhibition at the Victoria and Albert Museum 
from July 2014 to February 2015. A text of  the same name was published 
to accompany the display. It was based around ideas of  out designing 
authority. The project discusses the familiar and innovative objects used 
during protests and activist moments. The work aims to show “how objects 
themselves can be revolutionary.”94 The text defines objects as “political 
efficiency” and divides them into four categories. The first is direct action 
or “making change now”, which includes blockades, sit-ins. Secondly is 
speaking out or “how movements get their message across”, which relates 
to visual imagery. Thirdly, the making of  worlds, which is the physical 
infrastructure of  protest and includes temporary structures. The last 
category of  solidarity includes personal objects, jewellery, badges etc.95 The 
texts playful illustrations present a view on activists from a refreshing point 
of  view that demonstrates their ability to take resources and turn them into 
powerful revolutionary objects. 

94  Catherine Flood, and Gavin Grindon, Disobedient Objects (London: V&A Publishing, 2014).

95  Flood, and Grindon, Disobedient Objects, 24.
Figure 49. Drawing of  multiple uses of  the shopping trolley, displayed at V&A exhibition 

Disobedient Objects. 

Barriers

Disobedient Objects addresses obedient objects such as barricades and police 
barriers limiting and challenging “performance.” The roles these play often 
hint at the idea of  safety or fear. The notion of  barricades is presented 
through Professor of  History and Sociology Mark Traugott’s map, The 
Insurgent Barricade Signifies, which displays the conflict of  two forces. 
Often the form, material and construction of  these barricades show specific 
messages towards the disobedient actors. Does the design of  barricades 
design for fear or safety? 96 Could these fear confrontations be turned into 
creative conflicts and thoughtful confrontations?

96  Flood, and Grindon, Disobedient Objects, 28.
Figure 50. Representation of  the beginnings of  the barricade in conflict from “History: The 

Insurgent Barricade”
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Art Practice

The text Disobedient Objects creates links between political action and art 
practices. It provides El Siluetazo as an example of  a moment where the 
practice of  art had a considerable influence on the momentum of  the social 
movement. El Siluetazo was a politico-aesthetic action aimed to symbolize 
people that had disappeared during Argentina’s military dictatorship.97 
It improvised outdoor workshops where the participants would paint 
the silhouettes of  their bodies which were then posted around the street. 
“Most of  these artists – usually grouped in collectives – brought their 
interventions to the public space, operating during demonstrations and 
using city walls, public billboards and the streets.” 98 The socialisation of  art 
seeks to invite participation and engagement from the public, taking active 
roles in the creative transformation of  spaces. This engagement allows 
messages to be circulated through new active participants. “The objects 
that result from these practices are signs that sneak into the street, in the 
middle of  daily life, disturbing or subverting civil norms or calling people’s 
attention to what has been silenced or neglected.” 99 The power artistic 
objects produce is not limited to their impact on the art world; they have a 
role in the politics and aims of  the activists. 

97  “El Siluetazo,” Museo Universitario Arte Contemporáneo, accessed October 20, 2021,  
 https://muac.unam.mx/exposicion/el-siluetazo?lang=en.

98  Flood, and Grindon, Disobedient Objects, 54.

99  Flood, and Grindon, Disobedient Objects, 54.
Figure 51. Young people involved in art practice during “el Siluetazo.” 

Symbolism

Protests often use symbols as a visual cue to present messages and represent 
identity. Spatially, protesters are aware of  symbols within the spaces they 
choose to occupy. Sometimes symbols are manipulated as there is awareness 
of  their political power or representation. This manipulation proves that 
though the built form impacts human behaviours, humans can also influence 
and modify the built form. Symbols within public space are built up over 
time, and their narratives relate to cultural and historical associations that 
are produced over time. The urban form and symbols correspond to each 
other and are constantly open to interpretation as time goes.100 People are 
more empowered if  the space is situated close to the places of  decision 
making, government or civic structures. It highlights the communication 
between those in power and their citizens. 

100  Hatuka, The Design of Protest, 32.Figure 52. Māori activists on the steps of  parliament, 1972. Photography by John Miller. 
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Monument

A monument is a form of  symbolism that arises in public space. The 
configuration of  these impacts public space in different ways, as explained by 
Austrian architect Camillo Sitte (1843-1903). He describes the unfortunate 
outcomes of  statues in public spaces. “After long efforts, we have reconciled 
ourselves to modern public squares as vast as they are deserted, and the 
monument without a place of  refuge becomes stranded on some small 
and ancient space.” 101 Sitte proposes that we treat statues as portrait 
painters treat their subjects against neutral backgrounds. He explains the 
unnecessary space surrounding these monuments, which degrade their 
influence. Sitte uses the example of  ancient architecture, where statues were 
placed against the sides of  forms in public spaces. Therefore, the circulation 
within the space remains undisturbed. Each monument has its place of  
belonging instead of  defaulting to a central monument that leaves no room 
for others.102 An example of  a monument located close to the research 
projects site is the memorial of  colonial administrator Sir George Grey 
(1812-1898). It was presented in 1904 at Queen Street and Grey’s Avenue 
junction. After being deemed an obstruction to traffic, it was later moved to 
Albert Park. The monument was the place of  multiple protests, and the head 
was even broken off  after a Waitangi Day protest in 1987.103 Monuments 
within a space attract the attention of  actors during discourse to guide 
circulation and create points of  opportunity. 

101  Camillo Sitte, City Building According to Its Artistic Fundamentals (United States: Hyperion  
 Press, 1979), 11.

102  Sitte, City Building According to Its Artistic Fundamentals, 12.

103  Jock Phillips. “Memorials and Monuments - Civilian Memorials, 1900–1945,” in Te Ara -  
 the Encyclopedia of New Zealand, article published June 20, 2021, http://www.teara. 
 govt.nz/en/photograph/32552/sir-george-grey-statue-auckland.

Figure 53. Public monument of  Admiral Horatio Nelson appropriated by climate activists, 
Trafalgar Square. 

Places of  Protest

The consideration of  venue is crucial when planning a protest, specifically 
to demonstrations that do not engage in obvious site-related issues. Tali 
Hatuka develops her argument of  distance concerning place, stating, “the 
underlying premise here is that the place chosen for political action reveals 
the ways in which actors perceive distance pragmatically and symbolically 
as a means of  both creating social cohesion and realising change.”104 Hence, 
the decision of  location doesn’t limit itself  to the space requirements of  
the number of  participants. It must be considered concerning the power of  
communication through the appropriation of  spatial symbols.105 

In these acts, spectators who intentionally or unintentionally become 
involved play a crucial role. The impact of  the events is often increased 
as the spectators react to the disruption of  the spaces. It produces a 
powerful message between the two actors during these moments. 106 Hatuka 
establishes three actions within these spaces “the spectacle, the procession, 
and the place-making … Each of  these prototypes generates multiple 
choreographies, which, in turn, offer different relationships between bodies 
and settings.”107 Therefore the design of  these spaces influences the social 
dynamic and action of  disruptions. Hatuka links “the expansion of  capital 
needs” to a reduced frequency of  social spaces.The design of  spaces for 
car traffic that segregates typical cities has affected collective action. She 
claims smaller-scaled nineteenth-century towns was a more successful 
realm of  communication for protest.108 The spaces within the public realm 
for communicative action can be broken down into three vital public 
components of  public space, squares, streets and parks. 

104  Hatuka, The Design of Protest, 29.

105  Hatuka, The Design of Protest, 29.

106  Hatuka, The Design of Protest, 92.

107  Hatuka, The Design of Protest, 112.

108  Hatuka, The Design of Protest, 32.

Figure 54. Performance of  environmental activists in Trafalgar Square, London. Photograph 
from Joe Goodman.
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Figure 3.3. Centralized and decentralized forms of protest. Focusing on a protest’s spatial dimension, 

it is possible to identify three key types of gatherings: centralized, processional, and polycentric. 

These categories refer mainly to an event’s spatial manifestation and do not necessarily relate to the 

number of participants involved. However, difference, plurality, and the way actors are recruited to the 

act of dissent can result in spatial and organizational decentralization. 
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Multiple Points
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Hatuka, Tali. <i>The Design of Protest : Choreographing Political Demonstrations in Public Space</i>. Austin: University of Texas Press, 2018. Accessed
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Figure 55.  Spatial logic of  protest events, diagram by Tali Hutaka. 

Squares

The square comprises of  a group of  buildings that are arranged around 
a central open space. This inner central space takes on a higher range of  
control. The square includes multiple typologies; the version in focus is the 
“civic” square. The civic square is surrounded by government and cultural 
buildings and often takes on architectural elements such as monuments, 
scale, and symbolism. The components create a social hierarchy between 
the public and positions of  power. This correlation between messages and 
built space means that protests often take place in these locations. The 
spaces status is constantly challenged during acts creating an extensive 
range of  impact whilst challenging political distances.109 Focused gatherings 
that occur within public squares are often structured performances that 
manipulate symbols to achieve high visibility. The occupation of  the square 
affects the spaces’ political constructs.110 

109  Hatuka, The Design of Protest, 33.

110  Hatuka, The Design of Protest, 35.
Figure 56. Aotea Square, Auckland. 
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Parks

Parks act as a piece of  nature in a busy urban centre. For protests, parks 
often provide an opportunity for events, such as festivals to take place on 
a larger scale. Usually, this type of  protest is viewed as less of  a threat to 
the government, officials, and economy. This space creates little disruption 
to the typical configurations of  the city. Long-term acts, such as camping, 
often require the erection of  infrastructure and facilities such as electricity, 
toilets to support the day-to-day activists of  the participants. Though parks 
can often house long term events of  occupation, its recreational connotation 
means it poses a challenge for activists to communicate their message.111

111  Hatuka, The Design of Protest, 39.
Figure 57. Albert Park, Auckland. 

Streets

The street is less monumental, with a more functional arrangement of  forms 
and space than the square. It acts as the dynamic lanes of  transport. Political 
action within these spaces often occurs as active marches, which halt the 
cities network, increasing the impact of  the actions. This shift in the way 
the streets are used is a statement about disruption. The distance between 
people is challenged as people are often unintentionally caught in the actions 
of  the activists. A more significant portion of  the performance is presented 
in the streets, with walking and singing used as a tool to spread the message 
along the occupied path.112 Therefore the use of  the street goes beyond a 
singular focal point, and its logic lies in attracting these viewers. The routes 
undertaken are planned in terms of  their significance to the message. For 
example, protesters may pass government buildings to show the intention 
of  communication between those in power. The most common routes have a 
beginning and end at a square or public gathering space.113

Site-based protests often require the specifics of  the place to be occupied 
as it is key to the message. The above are generalisations of  urban 
demonstrations. They are often seen in Auckland City, where protests are 
not site-based but aim to gain attention or spread awareness—often assisted 
by media and government attention. Each spatial feature provides different 
opportunities for protest and activism. The activist has power over the 
impact because of  their methods of  appropriation of  the spaces. The acts 
contribute to the story of  places and their effects on the present and future 
ways of  occupation and appropriation of  public spaces.114 

112  Hatuka, The Design of Protest, 35.

113  Hatuka, The Design of Protest, 38.

114  Hatuka, The Design of Protest, 39.
Figure 58.  Upper Queen Street, Auckland facing North. 



Design Methodology

Figure 59. Constant’s mapping of  New Babylon. Figure 60. Collage by Author.
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The following section outlines methods of  design processes that have 
allowed the development of  the project and guided explorations to the final 
design outcome. 

Mapping

The mapping process is crucial in the breakdown of  understanding the 
aims of  the project, the necessary methods of  intervention and assisted in 
site selection. In The Agency of  Mapping, landscape architect James Corner 
explains what he deems the three essential steps for mapping. Firstly, the 
creation of  a field setting up rules or a system, secondly extracting or 
isolating parts or data and thirdly, plotting and drawing the relationships. 
He discusses mapping as an act of  “cultural interventions”, focusing on the 
creation and effect of  the mapping rather than as a complete artefact.115 
Corner explains mappings ability to uncover “realities previously unseen 
or unimagined, even across seemingly exhausted grounds. Thus, mapping 
unfolds potential; it re-makes territory over and over again, each time with 
new and diverse consequences.”116 He explains its ability to unveil not only 
the physical conditions of  but also “hidden forces”. These include climate 
conditions, historical, economic and political conditions. The terrain acts 
as a surface through which these dynamic layers are expressed.117 Corner 
presents an understanding interconnectedness of  events and experiences 
with the space in which they occur.118 As Tali Hutaka confirms, context plays 
a significant role in protests and social-spatial engagements and the reach 
of  their effects. Often crucial spaces such as public squares and parks are 
acknowledged by planners, which reveal relationships between these spaces 
and acts of  disobedience in spaces. 119 

115  James Corner and Alison Bick Hirsch, The Landscape Imagination : Collected Essays of  
 James Corner, 1990-2010 (New York: Princeton Architectural Press, 2014), 200–201.

116  Corner and Hirsch, The Landscape Imagination, 197.

117  Corner and Hirsch, The Landscape Imagination,  197.

118  Corner and Hirsch, The Landscape Imagination, 211.

119  Hatuka, The Design of Protest, 33.

maps themselves are evolving structures, drawn and
redrawn by the urban planner so as to permit the game
to continue while also generating the necessary conditions
for the emergence of an enterprising urbanity.
[. . .]

Rhizome

Open-ended and indeterminate characteristics can be lik-
ened to the process-form of the rhizome. ‘Unlike trees or
their roots,’ write Deleuze and Guattari (1987: 6), ‘the

Figure 1.12.5 Raoul Bunschoten/CHORA, Four Planning Fields for Bucharest, 1996.

98 CHAPTER 1.12 THE AGENCY OF MAPPING: SPECULATION, CRITIQUE AND INVENTION

Figure 61. Mapping of  fields by Raoul Bunschoten, used appears in in James Corners text The 
Agency of  Mapping. 

Figure 62. The Naked City map by Situationist Guy Debord. 

The work of  Situationist International used methods of  mapping that 
was crucial to their results. Aspects of  their methods have inspired the 
methodology undertaken in this project. In the text The Activist Drawing, 
architect and author Mark Wigley explains that Situationist plans of  city 
networks, neighbourhoods, and other amenities such as transportation 
systems act as a “theatre of  operations.”120 Wigley explains that the process 
of  using scissors to produce two-dimensional psychogeographic maps 
was a method the situationists Asgar Jorn and Guy Debord kept coming 
back to after they had been working with the technique of  measured 
detail drawing. The results from these drawings were unique, and their 
following technical drawings were explorations from these collage maps.121 
Wigley states that methods have a direct collation with the outcome of  
architectural forms. In the drawings of  Debord and Jorn, the gesture of  
fragment of  the city remaining in floating white space with no background 
was later radicalised and presented in the architectural models developed by 
Constant Nieuwenhuys (1920-2005).122 The structure of  the drawing turned 
into the very form of  the new utopia Constant proposed.123 

120    M. Catherine de Zegher, Mark Wigley, and Constant Nieuwenhuys, The Activist   
 Drawing : Retracing Situationist Architectures from Constant’s New Babylon to  
 Beyond (New York: Drawing Center, 2001), 47.

121  Zegher, Wigley, and Constant, The Activist Drawing, 47–48.

122  Zegher, Wigley, and Constant, The Activist Drawing, 48.

123  Zegher, Wigley, and Constant, The Activist Drawing, 50.
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Figure 63. Artwork ‘Women at Their Toilette’ 1938, by Pablo Picasso. 

Collage

Collaging itself  is a disruptive form of  representation. The method enables 
disruption and therefore produces the unexpected. The history of  collage 
as a disruptive art-making process dates to foundations in folk art. The 
English artist Mary Delany (1700-1788) was known to use of  collage in the 
early 1700s. In contemporary art, the origins of  the process are credited to 
the likes of  Picasso, Braque and Schwitters. The association with Cubism 
movements exposed the course it took to challenge other prevailing art 
forms. Professor of  Sociology Karen Morgaine states, “The metaphorical 
suitability includes not only the history of  collage as disruptive and 
challenging “truth,” but also the actual meaning and processes by which 
collage is created.” 124

124  Moshoula Capous-Desyllas and Karen Morgaine, Creating Social Change Through   
 Creativity: Anti-Oppressive Arts-Based Research Methodologies. (Cham,   
 Switzerland: Springer International Publishing, 2017), 229, https://books.google. 
 co.nz/books?id=McI9DwAAQBAJ.

Figure 64. Collage by Max Ernst, 1929. 

Author Ronan Cran’s Interdisciplinary study on the history of  collage and 
key figures within the field further exposes its possibilities. He states that is 
it about “encounters” and produces “the sensation of  physically operating 
on the world.” 125 The author quotes artist Martyn Chalk, who perceives 
the method as producing “some intuitive grasp of  how the world might be 
put together.” 126 Cran further explains the democratic element that collage 
represented. As Picasso and Braque experienced, it enabled artists to include 
the everyday object and communal ownership of  work. Its experience 
could be interpreted no matter the viewer’s background. Surrealists and 
Dadaists later developed this aspect, deeming it “new communal art”127. 
Cran goes on to explain that in the twentieth century, collage required 
more of  the artists. It began to produce purposeful revelations about 
deconstruction and disruption while still creating a synthesis of  elements. 
Concepts began to move towards “Consciously crafted juxtapositional 
configurations and an unabashed objection ‘to cultural hierarchies, to 
conventions of  representation, to the binary opposites of  art and life’”.128 
Cran refers to English professor David Banash, who, in his article From 
Advertising to the Avant-Garde: Re-thinking the Invention of  Collage, argues 
that collage established itself  in mass media. He suggests its roots mean 
the method isn’t limited to expressing innovation and critical possibilities 
“but also the problems that animate consumer culture as a whole: reification 
and alienation in the face of  the commodities and ideologies of  consumer 
capitalism”.129 Collage allows a presentation of  unexpected perceptions of  
the world. Its disruptive nature enables the research project to be manifested 
from disruption, encapsulating its themes in its creation. 

125  Rona Cran, Collage in Twentieth-Century Art, Literature and Culture: Joseph   
 Cornell, William Burroughs, Frank O’Hara, and Bob Dylan. (Farnham, England:  
 Ashgate Publishing, 2014), 4, https://ebookcentral.proquest.com/lib/unitec/  
 reader.action?docID=1763122&ppg=1https://ebookcentral.proquest.com/lib/unitec/ 
 reader.action?docID=1763122&ppg=1.

126  Cran, Collage in Twentieth-Century Art, Literature and Culture, 4.

127  Cran, Collage in Twentieth-Century Art, Literature and Culture, 6.

128  Cran, Collage in Twentieth-Century Art, Literature and Culture, 14.

129  Cran, Collage in Twentieth-Century Art, Literature and Culture, 34–35.



Design Exploration

Figure 65. . Crowd of  anti-trump protesters in Trafalgar Square, London 2018.  Figure 66. Collage by Author.
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Understanding Spaces of  Protest

Collage was used as a method of  analysis to identify essential characteristics 
and expose spatial qualities during disobedient events in public spaces. 
Layers of  public space were explored through eucalyptus oil transferred 
images. The images go through a transition and reveal different 
characteristics on the paper. Though the overall quality of  the image is 
lowered, the higher contrast creates a focal point in the images. 

Watercolour reflections of  the technical sections identify nodes of  energy. 
The image revealed patterns and characteristics of  spaces that encourage 
the performance and organise actors. These characteristics include 
higher activity in areas around objects within the space, and the effect of  
surrounding height changes. 



Section - Analyse Public Space
During Obedient and Disobedient Acts

Figure 67. Eucalyptus Image Transfer Section. Drawing by Author. 

Section Identifying Nodes of  Energy
Trafalgar Square

Figure 68. Watercolour and Ink Pen Section. Drawing by Author. 



Section - Analyse Public Space
During Obedient and Disobedient Acts

Figure 69. Eucalyptus Image Transfer Section. Drawing by Author. 

Section Identifying Nodes of  Energy
Aotea Square

Figure 70. Watercolour and Ink Pen Section. Drawing by Author. 
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Exploring Spatial Thoughts through Collage The eucalyptus oil transfer with collage process was used to arrange images 
in a public space. The result of  these collages resulted in questions of  what 
the project may want to achieve as an activist. 



What happens when the state is represented in our public spaces?

Figure 71. Eucalyptus Image Transfer Collage. Drawing by Author.

Can symbolism encourge discourse in public space?

Figure 72. Eucalyptus Image Transfer Collage. Drawing by Author.



How can the interior of  the space continue to support the acts of  disobedient?

Figure 73. Eucalyptus Image Transfer Collage. Drawing by Author.

What is the result of  messages being sent to our streets?

Figure 74. Eucalyptus Image Transfer Collage. Drawing by Author.



Case Study Mapping

Figure 75. Free Palestine Protest, Auckland May 2021. Photography by Author.  Figure 76. Collage by Author.
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Figure 77. Eucalyptus image transfer and print collage map exploring layers of  activity from activist event. Drawing by Author.

Springbok Tour Protest 1981

The 1981 Springbok Tour protests resulted from the growing opposition to 
the apartheid regime in South Africa. The apartheid regime was a policy that 
came into effect in South Africa in 1948 intended to divide races. This policy 
affected New Zealand rugby because of  the prominence of  Māori players. In 
1970, the All Blacks sent a multiracial team to South Africa. Unfortunately, 
it was only allowed because the South African government deemed Māori 
players “horary whites”. This provoked many New Zealanders because South 
African attitudes towards race were affecting New Zealand. The Springboks 
visit to New Zealand in 1981 went ahead even though many were against the 
decision. This caused an uproar of  protests attempting to stop the games as 
the teams travelled the country. The final match at Eden Park was a day of  
much violence and disobedience as crowds showed their opposition towards 
the South African regime. 130

The map analyses multiple layers of  actors that were involved in the event. 
This included the obedient actors such as the police, who set 200m and 
400m barriers to keep control of  the protesters. Disobedient actors mapped 
include the path of  a plane that dropped flour bombs into the stadium 
in an attempt to stop the game. The layers of  the activity provide an 
understanding of  the operation of  this event. 

130  “1981 Springbok Tour,” New Zealand History, accessed August 11, 2021, https://nzhistory. 
 govt.nz/culture/1981-springbok-tour/battle-lines-are-drawn.

Figure 78. Clash between protestors and police during springbok tour protests, Auckland, 1981. 
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Free Palestine Protest 2021

The Free Palestine protest was a rally and march held to raise awareness 
regarding issues of  occupation and colonisation of  Palestine. The movement 
aims to reinstate peace, justice, and equality for its people, specifically 
regarding the human and legal rights of  Palestinian refugees.131 The 
movement initiated multiple protests and events across New Zealand. The 
specific event analysed began in Aotea Square in Auckland on the 22nd of  
May 2021. This was followed by a march down Queen Street which ended 
outside the American Consulate. The analysis of  the movement, objects and 
actors presented an opportunity for a site. 

131  “PSNA Aims,” Palestine Solidarity Network Aotearoa, accessed August 10, 2021, https:// 
 www.psna.nz/.

Figure 80. Free Palestine Protest, Auckland. 22 May 2021. Photography by Author. Figure 81. Free Palestine Protest, Auckland. 22 May 2021. Photography by Author. Figure 79. Free Palestine protest advertisement. 
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Figure 82. Print collage map exploring layers of  activity from activist event. Drawing by Author. 

Aotea Square - the starting point
Messages of  the cause were relayed to the participants. Speakers shared 
stories, and a vigil was held to remember those lives that had been lost. The 
actors were engaged in the cause. The crowd was slowly growing. Layers 
of  red represent activists, and white represent obedient actors (police and 
security) 

Figure 83. Print collage map exploring layers of  activity from activist event, Aotea Square 
node. Drawing by Author.

Figure 84. Free Palestine Protest, Auckland. 22 May 2021. Node of  upper Queen Street after 
Aotea Square. Photography by Author.
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Movement begins.
The march down Queen Street starts. Intersections were places of  pauses, 
a different atmosphere because multiple layers and axis come together – 
urban dwellers unknowingly get caught in the act. Intersections confined by 
police, halting traffic. A place where the most interference of  the equilibrium 
occurs.

Figure 85. Print collage map exploring layers of  activity from activist event, intersection nodes. 
Drawing by Author.

Figure 86. Free Palestine Protest, Auckland. 22 May 2021. Node at intersection of  Wellesley 
Street West, and Queen Street. Photography by Author.

End - the US consulate. 
A symbol that fuelled the energy of  the actors because of  its symbolic 
representation of  a power. Higher levels of  obedient objects collided with 
the disobedient objects because this was a busier node that was disturbed. 

Figure 87. Print collage map exploring layers of  activity from activist event, US consulate 
node. Drawing by Author.

Figure 88. Free Palestine Protest, Auckland. 22 May 2021. Node at end of  march, Custom 
Street East. Photography by Author.



Site

Figure 89. Historical photograph of  Queen Street, Auckland. Figure 90. Collage by Author.



Queen Street – A History of  Disruption

“Its face is changing from brick to glass, but the heart of  Auckland’s main 
street still pumps to the same old beat. Whether it’s billions for a bank deal 

or a buck for a busker, Queen Street is the home of  the wheelers and 
dealers; day and night, a theatre of  human exchanges.”132

132  Jack Leigh, “The Queen of Streets,” New Zealand Geography, accessed September 20,  
 2021, https://www.nzgeo.com/stories/the-queen-of-streets/.

Indentifying Sites of  Cultural and Historical Significance in Relation to Queen Street

Figure 91. Map of Historical and Cultural Significance. Drawing by Author. 
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Initial mapping exercises led to a site selection. Unlike a square or a park, 
the maps and research revealed that most disruption happens on the street. 
Meeting places are crucial to the establishment of  towns. As early Auckland 
began to grow, the corner of  Queen Street and Fort Street became an 
important place for Māori who often sold produce here. A focal point of  the 
city was Aotea Square, which was completed in 1979. Located off  Queen 
Street, it has become a node of  celebration, civic events and protests. The 
Waharoa, or gateway into Aotea Square, also holds an iconic piece of  Art 
by Māori artist Selwyn Muru. 133 In an article for New Zealand Geography, 
author Jack Leigh explains Queen Street’s long history of  vigorous 
development after going through “So much excavation and upheaval, mud 
and wreckage. So much sawn timber, so many new structures, so many boats. 
And all the time Queen Street was gaining stature as the town’s main social 
and emotional centre”. 134

133  Geoffrey Rice. “City Public Spaces - Public Squares,” in Te Ara - the Encyclopedia of New  
 Zealand, article published March 11, 2010, http://www.teara.govt.nz/en/city-public- 
 spaces/page-2.

134  Leigh, “The Queen of Streets.”
Figure 92. Anti-Vietnam War protests on Queen Street, Auckland 1971.

Queen Street has been the site of  disobedience as a venue for events that 
link to local and worldwide issues. The history of  disruption builds on the 
narrative of  the place. The unemployment protests of  1932 took a violent 
turn as people could not access a meeting occurring in the Auckland town 
hall. Police struck one of  the group speakers and caused the riot to rush 
down Queen Street breaking windows and looting. In 1981, violent riots 
broke out after uproar occurred following the 1981 Springbok Tour. Though 
the significant riot occurred in the surrounding streets of  Eden Park during 
the final game, many protests broke out along Queen Street. In 1984, a rock 
concert in Aotea Square turned violent. Crowds of  people rioted down the 
street after a power cut at the show caused conflict between the public and 
police. This event is often referred to as the “Queen Street Riot”.135 The site 
is not limited to this history of  violent uprising. Queen street has been the 
site of  many peaceful protests. There was a heightened amount of  protest 
during the Vietnam War and Nuclear Testing in the pacific. The Kiwis Care 
march of  1981 saw 50,000 people march down Queen Street in an anti-union 
protest. 136 Māori protest marches known as Hīkoi have also occupied Queen 
Street.137 These moments of  activity have produced a narrative of  the place 
that presents an opportunity to support acts of  disobedience. To further 
enhance the story and history of  the site and physically reflect this in its 
built form. 

135  Ben Schrader, “Public Protest - Destructive and Violent Protests,” in Te Ara - the   
 Encyclopedia of New Zealand, article pubished June 20, 2012, http://www.teara.govt. 
 nz/en/public-protest/page-6.

136  Ben Schrader, “Parades and Protest Marches - Protest Marches, 1980s to 2000s,” in Te  
 Ara - the Encyclopedia of New Zealand, article published March 11, 2010, http:// 
 www.teara.govt.nz/en/parades-and-protest-marches/page-6. 

137  Ben Schrader, “Public Protest - Protest Marches,” in Te Ara - the Encyclopedia of New  
 Zealand, article published June 20, 2012, http://www.teara.govt.nz/en/public- 
 protest/page-5.

Figure 93. Students leading a climate change protest, Auckland 2019. 
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Important Links and Connections to Site

Figure 94. Significant Links to Site. Figure 95. Image of Corner Site

Figure 96. Image of Opposite Corner

Figure 97. Image Wellesley Street West



Programme

Figure 98. Collage by Author.
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The aim of  the project requires the interior and exterior functions to be 
blurred. The performance of  the street will bleed into the interior space 
and the interior exhibition will bleed onto the street. The program can be 
described as architect Bernard Tschumi explained and presented in his Parc 
de la Villette. He presented ideas of  a montage of  space with three types of  
programming. “ cross-programming providing an existing building with 
a new, unintended function or programme; trans-programming placing 
two programmes not normally associated with each other next to one 
another; and dis-programming positioning two functions together so that 
one could potentially undo the other”.138 His ideas involved manipulating 
spatial programmes through juxtaposition, repetition and distortion, just 
as architects apply with forms.139 Tschumi thus blurred the meaning of  
the built realm and its conventions of  planning. He states, “Architecture 
ceases to be a backdrop for actions, becoming the action itself.” It becomes 
the “discourse of  vents as much as the discourse of  spaces.”140 Through 
exploring new codes of  assembly, parallels within the existing urban 
context can occur.141 The possibilities of  the program and planning further 
emphasise the aims of  disobedience and the exposure of  issues within the 
urban realm through an architectural actor. 

138  Jane Rendell, “Fragment of the Imagination: Assembling New Narratives from Old,”  
 The Architectural Review, updated July, 2021, https://www.architectural-review.com/ 
 essays/keynote/fragment-of-the-imagination.

139  Bernard Tschumi, Architecture and Disjunction (Cambridge, Mass: MIT Press, 1994), 146.

140  Tschumi, Architecture and Disjunction, 149.

141  Tschumi, Architecture and Disjunction, 149.
Figure 99. Bernard Tschumi exploration of  programs. Figure 100.    Diagram establishing the projects program. Allocating physical and creative 

activism elements. Diagram by Author. 



Model Exploration

Figure 101.    Collage by Author.
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First Stage of  Modelling

The methodology for the model exploration involved the production of  a 
model every five minutes. This forced an intuitive outcome concerning the 
materials used. It allowed spatial and formal ideas to be materialised. Ideas 
of  destruction on the site presented possible structures of  protests and 
marches. The outcome of  the exploration was used in the second stage of  
modelling. Materials used include aluminium wire, red paper, white card and 
red string.

Figure 102.    Collage of  Model Materials. Figure 103.    Materiality Models. Exploration 1.
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Second Stage of  Modelling

The next phase of  design exploration involved the production of  a model 
every 10 minutes. The previous models were used as starting points. Ideas 
from specific models were merged or developed in this next stage. The 
outcome of  this exploration identified the Object, Link and Surface patterns 
occurring in the images. 

OBJECT
The object represents an obedient part of  the urban 
realm.

SURFACE
The surface embodies the ground being continued up 
the vertical to reveal its underside.

LINK
The link brings two sides of  the obedient objects 
together but interrupts them by piercing through their 

surface. 
SURFACE
The surface represents the disturbed ground 
of  the urban realm diving into a space 
below. 

LINK
The link stands above the ground in a 
distorted form.

SURFACE
The surface peels off  the ground and up the 
edge of  the vertical surface. 

LINK
The link acts to draw the ground level to 
the top of  the structure, where no top edges 
act as if  the vertical never ends. 

OBJECT
The object acts as a grounding point. The 
form serves as a base where disobedience 
stems out. 

Figure 106.    Second stage of  modelling, model 3. Image and Models by Author.Figure 105.    Second stage of  modelling, model 2. Image and Models by Author. Figure 104.    Second stage of  modelling, model 1. Image and Models by Author.
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Texture versus Adjacency

The next stage of  the exploration required the ideas to be linked to the site. 
A study of  the site images revealed a pattern that would be applied to the 
next stage of  the investigation. The proposition could reflect or present 
these qualities in a contrasting manner. 

Identifying certain material qualities of  the site resulted in the idea of  
Texture versus Adjacency.

TEXTURE

The idea of  texture identified materials 
that presented their unique tactile 
qualities. The materials include plaster, 
concrete and stone composite tiles.

ADJACENCY

Adjacency addresses the placement of  
materials side by side that expose their 
qualities through their contrast to one 
another. These materials include the road 
tarmac, tiles, and façade materials. 

Figure 106.    Collage of  materials from site. Photography and Image by Author.
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Material Collage

The following exploration was inspired by the disorientating collages and 
images produced by Gordon Matta-Clark. The images take materials from 
the site and explore how to present disobedience with those elements. 

The outcome of  these images of  disobedience takes surfaces, links, and 
objects onto the site in the form of  existing site components. It was a direct 
method of  destruction applied to elements of  the site in unpredictable ways. 

Figure 107.    Collage of  material exploration 1. Image by Author. Figure 108.    Collage of  material exploration 1. Image by Author.
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Figure 109.    Collage of material on site exploration 1. Image by Author. Figure 110.    Collage of material on site exploration 2. Image by Author.          Figure 111.    Collage of material on site exploration 3. Image by Author.
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Third Stage of  Modelling

The third stage of  modelling took ideas from previous explorations and 
produced models with a focus on materiality. A new strategy of  the two by 
six grid to produce outcomes inspired by this framework. 

The abstract investigation combines each of  the aspects of  the site and 
material that have been identified. The first is the nature of  the material 
– adjacency versus texture. The second is the state of  the modelling 
interventions – Link, Object and Surface. The process then combined each 
of  these keywords to create a model to represent the combined keywords. 
The process was done in both a conscious and intuitive nature. The output 
was then analysed and interpreted. The materials used are plaster of  paris - 
reflective of  the primary material concrete and plaster visible on the site, red 
paper, red string, and metal wire. 

Figure 112.    Materiality model exploration. Image and Models by Author.
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Final Stage of  Exploration

The collage and model strategies were combined to present on-site 
interventions. The materials begun to represent architectural elements. The 
red paper describes surfaces such as the road and footpaths, areas that are 
directly affected by physical activism. The plaster represents an object in a 
way that isn’t seen in normative urban environments. The string represents 
links, or possible circulation routes, bridges, and platforms. 

Figure 113.    Grid of  materiality models collaged onto site. Image and Models by Author.



131130

Adjacency
OBJECT/ADJACENCY

This model expresses links to the structure of  columns. It acts as an 
exoskeleton of  this common structure. As an object, it creates connections 
to join the opposite buildings at the intersection. It has an element of  
invading spaces as it disrupts in the vertical and the horizontal. 

Figure 114.    Model collage on site, Object/Adjacency Image and Models by Author.
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SURFACE/ADJACENCY

The model was an attempt to link the road to the surface of  the building. 
The road’s surface is continued but is placed adjacent to materials that do 
not naturally sit on the ground surfaces. The materials are exposed closer to 
the ground level, a place of  interaction. Architecturally we are often aware 
of  building faces and facades. When in the space, occupants interact with the 
immediate ground-level objects. Therefore, the conclusion can be made that 
to expose an issue; it must be produced/raised in the space of  ground level 
where the occupants experience the space. Hence, the models attempt to 
connect upper surfaces with the ground.

LINK/ADJACENCY

This model creates a link between two areas of  intersections. The wire is a 
skeleton structure reminiscent of  the body removed, so only its bare bones 
remain. The link is used with adjacency as the two levels of  horizontal and 
vertical are treated differently. The materials are dealt with as expected. The 
lighter string is swung across and attached to the heavier wire coming out 
of  the block as solid columns. However, the distortion of  the line suggests 
an organic and inaccuracy not seen in typical structures. 

Figure 116.    Model collage on site, Link/Adjacency. Image and Models by Author.Figure 115.    Model collage on site, Surface/Adjacency. Image and Models by Author.
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Texture

OBJECT/TEXTURE

The object has a parasitic like quality that comes from a certain level of  
transparency. The building it latches onto produces an object that sits on a 
point with a clear, undisturbed surface. This building creates moments of  
reflection from its glazed façade. By placing a parasitic structure in front, 
the reflection of  the surroundings is disrupted. The form creates a sense of  
nervousness or unfamiliarity by presenting a heavy structure that comes to 
a smaller point at ground level. This presents a material that moves against 
the perception of  the material. The incorporation of  the red planes creates a 
connection across the space where pedestrian footpaths lay. These layers of  
footpaths, traffic lights and signage represent areas of  control. Pedestrians 
are told where to walk, when to stop, car traffic is told where to turn, where 
they can’t turn, where to stop and where to go. 

Figure 117.    Model collage on site, Object/Texture. Image and Models by Author.
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SURFACE/TEXTURE

This model plays in the space of  road and pedestrian pathways. The road’s 
surface is used to create a cohesive surface between the road and building 
face, bringing the performance of  activism that occurs on the road up to 
the facade of  the building.  It removes the barrier of  the site and leaks onto 
the road, disrupting the area that was earlier described as a zone of  control. 
The objects of  power remain, not destroyed but only disrupted -this can 
be interpreted as a homage to the performances on the street surface—
the architecture itself  mimicking the act of  disobedience in a permanent 
manner. The materiality itself  is also exposing the way it is formed. It is 
acting as a model that was created without a mould, without barriers and 
control. 

LINK/TEXTURE

This model experiments with the disturbance of  
the material during its production. The composition 
produces the opposite of  what material should 
do. The heavier object is hanging over the road 
and street, evoking an area of  uncertainty. This 
material is usually placed in stability, allowing 
lighter materials to interact with the anchors it 
creates. The link occurs between two areas that lie 
above the main route of  physical activism. Cleaner 
controlled surfaces are often presented as the end 
product, while messier, “untidy” surfaces are finished, 
smoothed, cleaned or hidden. The model exposes its 
imperfect underside, moving against the notion of  
perfection.

Figure 118.    Model collage on site, Surface/Texture. Image and Models by Author. Figure 119.    Model collage on site, Link/Texture. Image and Models by Author.



Design Response

Figure 120.    Collage by Author.
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The movement begins from the top of  Queen Street, outside Aotea Square. 
As the crowd moves North, an intervention is visible. The area is disturbed, 
a node of  difference from the rest of  the surrounding urban form. After 
seeing the intervention, the surrounding energy rises, the progression 
moves further down Queen Street. Actors are climbing on, around and 
moving into the strange form. The form stands side by side the procession in 
our fight for change. The structure and crowd take over the street, to make 
our voices heard. Actors occupy spaces above us, holding flags and banners 
supporting our cause, moving along the small thread, feeling supported, 
with the surrounding environment acting with us, to succeed in our goal.

The Form

The final form model concludes the ideas from model explorations. It 
embodies how the architecture will act in the space. The material qualities 
have taken inspiration from the site. The final intervention addresses surface, 
object and link through the material treatments of  texture and adjacency. 

SURFACE

The surface interferes with the north-eastern corner 
on the intersection of  Queen Street and Wellesley 
Street. The intervention takes the materiality of  
the streets and brings it to the vertical axis. It blurs 
and disturbs the in-between space of  the road and 
building fabric – the footpath. The in-between space 
also contains elements of  control – traffic lights and 
signage that no longer operate. The façade of  the 
existing building is glazed, and its material reflects 
an image of  the surrounding urban context on its 
surface. The intervention disturbs the image that is 
reflected. 

OBJECT

The object acts opposite the element of  the surface, 
on the north-western corners of  the intersection. It 
works as a stand-alone actor. Its role is to mirror the 
activity on the opposing corner. It performs to expose 
its rough and textured underside while its most 
conventionally attractive and finished surface cannot 
be seen. It acts in a style similar to a monument, 
producing opportunities for the intervention to be 
manipulated, appropriated and responded to. 

LINK 

The link element connects the surface and object 
actors. It acts in the space above the street, creating 
vertical spaces and linking the surface to the 
object and the object to the ground. The link’s 
formal elements of  adjacency are presented in an 
unorganised manner. Form Model of  Activist Object

Figure 121.    Separated model elements. Image and Models by Author.
Figure 122.     Form model of  activist object. Image and Model by Author.



Floor Plan

Interior and exterior functions are blurred. The performance begins to take over the existing building 
structure and organisation. 

Site Plan

The object is a part of  a node in the broader performance. It leaks up Wellesley Street to connect Albert 
Park.

Figure 123.     Site Plan. Drawing by Author. Figure 124.   Ground Floor Plan. Drawing by Author. 



West Elevation South Elevation

Figure 125.   West Elevation. Drawing by Author. Figure 126.    South Elevation. Drawing by Author.



Section

Interior spaces are influenced by the programme idea of  montage by Bernard Tschumi. The spaces present themselves 
as a montage of  functions and spatial qualities. The floor levels of  the existing building are disturbed. The exterior 

interacts with the performance of  physical activism, while the interior creates a programme of  creative activism.

Sightlines

The interior sightlines within the lower levels interact with the street activity and performance of  the urban 
occupant. The upper-level links to the object - the activist architecture.

Figure 127.   Section 1. Drawing by Author. Figure 128.   Relationship to Activity. Drawing by Author. 



Section 2 The Street Experience
Looking South Up Queen Street - Towards Aotea Square

Figure 129.    Section 2. Drawing by Author. Figure 130.    The Street Experience. Drawing by Author.



The Street Experience 
Looking North Down Queen Street

Perspective from Level 6

Figure 131.    The Street Experience - Looking North Down Queen Street. Drawing by Author. Figure 132.    Perspective from Level 6. Drawing by Author. 



The Interior to Exterior Blur

Figure 133.     The Interior to Exterior Blur. Drawing by Author.



Conclusion.

Figure 134.     Form model of  activist object. Image and Model by Author.
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The project offered an insight into the realm of  activism and its spatial 
influence. It used the role of  a designer to speculate on architecture’s role 
in the experience and impact of  disobedience in our urban realm. The 
design outcome presented a possibility for disruptive architecture to create a 
positive disobedient experience. 

Activism as an act is unpredictable. The project speculated on how our urban 
fabric could facilitate this type of  performance and resulted in the design of  
an engaging space for discourse, a space to practice the fundamental right of  
free speech. Acting as a “theatre” for activism, it provides spaces for protest 
and facilities for artists who contribute to these performances. Equally, the 
architectural intervention performs with its own activist voice, exposing 
material conditions and disturbing normative urban organisation. 

It was crucial to employ methods that aligned with the project aims to 
ensure the intervention could explore disruptive possibilities. Those 
methods, including modelling and collage, guided the designer to act with an 
activist voice reflected in the architecture and spatial outcome. The process 
of  modelling required trust in the strategy. The method was employed to 
produce the unexpected. Therefore, creating the models had to allow the 
method to generate possibilities instead of  planning for a specific outcome.

 Later, through the analysis of  architectural activist projects, the design 
method became focused on architectural possibilities. The research into these 
possibilities suggested that the project critique normative design responses 
while also responding to the particularities of  the site. It was a challenge 
to find a balance between creating architectural space and maintaining its 
disruptive qualities. The project required spaces that could be occupied with 
intent specifically when there is no act of  protest occurring along Queen 
Street.

If  the project was to continue, research into the tectonics of  the materials 
could further enhance the response. There is also potential for a deeper 
investigation into other urban nodes that would welcome similar 
interventions. This would create a cohesive language within the larger urban 
fabric. The action could spread further down Queen Street or into other 
public spaces to speculate on the disruption of  an entire city.

Further research could address public spaces in the era of  a pandemic. 
The design could explore new organisations of  space in a world of  new 
restrictions and controls. The current research provides a base to which 
testing other variables, such as activism in a pandemic, inspires a new realm 
of  possibilties. 



Final Design
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