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Project Synopsis: Summary
Context
The Performative Assemblages is sited in an 
abandoned industrial building in Ursus, a district 
on the edge of Warsaw.  The building is one of 
the oldest parts of a large industrial site - a former 
tractor factory - one that grew from a grand idea with 
modest beginnings to a vast 180ha conglomeration 
- and one that is currently shrinking back to become 
a wasteland that is detracting from and damaging its 
physical context.  Part of this damage is as a result 
of a hostile bid to transform much of the site into a 
‘mixed-use’ residential area - a neo-liberal speculative 
development that simply continues the growing trend 
of Ursus as a bedroom district of Warsaw rather than 
a productive and strong area in its own right. 

Programme
Underpinned by the URS.U.S Urban Synthesis 
strategy which layered meanwhile uses amongst the 
existing industrial processes on site, the Performative 
Assemblages focuses on how this strategy could move 
from meanwhile use to a more long term intervention, 
but without losing any of the depth, complexity, 
heterogenety and layering of the original strategy. 
The three components of the proposed programme 
(Arts, Landscape, Live/Work) stem from what were 
initially meanwhile interventions and are imagined as 
slightly more formalised in this proposition - however, 
the formal programmes are extended beyond the red 
line - in a scaled relatedness.

Multiplicity + Simultaneity > Strategies + 
Tactics
The proposition sites itself within a context that is 
not only spatially scaled but is a simultaneous, a 
co-evolutionary process of being-becoming. This 
was explored through a layering of some of the 
district’s physical components, soci-cultural context 
and morphological development which has revealed 
a historically and socially relevant way of cutting 
through the inhuman scale of the factory site. These 
layers also reveal junctions, juxtapositions and 
potential nodes within this co-evolutionary urban 
fabric which has led to a strategic ‘master’ plan - of 
strategic nodes and tactical infilling. These nodes 
act as bridges - destinations - which facilitate and 
encourage movement - a reason to go and be there 
- creating co-presence, density and diversity - and 
street life.

Salvaging + Bridging
The strategy is underpinned by the necessity for 
economic resourcefulness and efficiency as well as 
socio-ecological performativity - using what is there, 
tapping into existing synergies, recognising potential 
for new mutualities - salvaging, re-using, minimising 
waste. The building itself is salvaged; where 
possible, demolition materials are re-used and what 
is not needed is used elsewhere - as in the case of 
the ambassadorial bridges which imagines unused 
structural steel from the building disassembled and 

reassembled throughout the district as pavillions, 
sculptures, bridges, landmarks. They serve to bring 
an element of the past into the everyday today 
of Ursus’ residents acting as both memory and 
inspiration for the possible.

Performative Landscape
The Landscape Proposal is multi-scaler 
encompassing at the district scale programmes of 
food production, play, water systems whilst at the 
site scale this is explored in more detail as part of 
conditioning the ground through acts of creating, 
making, producing, healing, salvaging, bridging, 
grounding, living, working, playing, cultivating that 
is the performative aspect of the proposal.  But, 
performativity is not only about the result of these 
actions - the performance, the outcome, the product.  
It is also about the act of performing these actions 
- the stylised enactment of identity - the potential 
outcome of which is a strengthening and a centering 
- a continual redefining of communal identity - an 
identity that might allow for participation, difference 
and possiblity.

Assemblage
Part of the process in the building is literally 
assembling things but the title refers more to the 
overall coming of many disparate components, 
assemblages to create this bricolage, this collage - 
an incomplete and indeterminate assemblage.



SZAMOTY

SKOROSZE

CZECHWICE

NIEDŹWIADEK

GOŁĄBKI Włochy District

Bemowo District

CENTRAL
WARSAW

Vistula River
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Supra-State / State / City

Region / City / District City / District / Neighbourhood
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Location 
Ursus is a district on the edge of the city of Warsaw in 
Poland which became a member of the EU in 2004. 

Before it became known as Ursus, this area was 
made up of three villages - Czechowice, Skorosze 
and Szamoty. In the late 19th Century, a factory was 
set up which produced fittings for sugar production. 
This expanded to include central heating and water-
supply parts which then led to the establishment of 
Zaklady Mechaniczne ‘Ursus’ or ZPC Ursus [Ursus 
Industrial Plant] in the Szamoty area. The Ursus 
factory is best known for its tractor products.

Czechowice was designated as a housing estate 
for the factories, while Skorosze became the seat of 
municipality for the area. Two further neighbourhoods 
have grown from this - Gołąbki is a primarily 
residential area in the north west and Niedźwiadek is 
in the west. In 1977, Ursus became part of Warsaw 
- initially as an extension of the Ochota district. It 
wasn’t until the fall of communism in 1993 that Ursus 
became a district in its own right.

The factory site, which at 180ha, is effecitvely 25% 
of the district is the focus for the urban strategy 
component of this project. The masterplan and 
building proposition focuses on an existing industrial 
building in the south west corner of the site.

Site / Building

180ha



Land Ownerships
Celtic Properties

City of Warsaw

all other colours represent other land-
owners, industries and businesses
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Project Synopsis: Key Contextual Issues
proven in the Polish court of law and consequently 
negates the basis for their masterplan; secondly, there 
is ground contamination and noise pollution issues 
which will impact on implementating residential land-
use. These are practical issues, however what also 
should be considered is whether [solely] housing is 
right for this site, for Ursus and indeed Warsaw as a 
whole?

Elektrociepłownia 
dyżurny +48  693 061 725
tel. / fax +48 22 478 34 07 

Wydział Elektryczny 
dyżurny energetyk +48 693 061 537  
tel. +48 22 478 37 61
fax +48 22 478 20 20  

Oczyszczalnia Ścieków 
kierownik +48 608 309 005 
tel. +48 22 478 24 00 
fax +48 22 478 20 20

Hydrofornia 
konserwator +48 693 061 734 
tel. +48 22 478 24 45 
fax +48 22 478 20 20  

Wydział Transportu 
kierownik +48 693 061 726
tel. +48 22 478 25 04 
fax +48 22 478 20 20

Cennik naszych usług dostępny jest na stronie www.energetyka-ursus.pl

Energetyka Ursus sp. z o.o. 
Plac Czerwca 1976 roku nr 1 
02-495 Warszawa (wjazd od ulicy Gierdziejewskiego )
tel. +48 22 478 20 15 
fax +48 22 478 20 20
e-mail: sekretariat@energetyka-ursus.pl

KRS: 0000212431     REGON: 015759242     NIP: 522-27-29-419
Kapitał zakładowy 25.014.900,00 zł 

www.energetyka-ursus.pl

Biuro Obsługi Klienta
e-mail: obsluga-klienta@energetyka-ursus.pl
tel. +48 22 478 34 57

Skorzystaj z naszej oferty i przyłącz się do nas. Zainteresowanych 
podjęciem współpracy prosimy o kontakt z naszym Biurem 
Obsługi Klienta. Nasi pracownicy pomogą Państwu dobrać zakres 
usług, zoptymalizować koszty, a także odpowiedzą na wszelkie 
pytania dotyczące standardów współpracy z naszą firmą.

The Factory Today
Ursus tractors are no longer made in ZPC Ursus - 
production began to decline in the 90s and eventually 
led to bankruptcy.  Assets were sold, however much 
of the infrastructure from the original operation 
remains and today the factory site. This infrastructure 
is managed by Energetyka Ursus, owner of the coal-
fired power station on site and all of the associated 
technical infrastructure on the site (electricity, gas, 
water, sewage, rail). 

The Political Context: Key Actors
In recent years, a developer, Celtic Properties has 
been buying up vacant land on the site, demolishing 
buildings and have developed a masterplan which 
envisions the site being transformed into a ‘high-
end’ residential area. The existing businesses 
and industries are viewing this as a threat to their 
operations and are legally challenging the validity of 
the proposals.

Stowarzyszenie na rzecz Rozwoju Ursusa 
[Association for the Development of Ursus], a 
consortium of businesses and industrialists on the 
site was formed in direct response to the threat from 
Celtic. 

There are a number of problems with Celtic’s proposal 
- some of the land was incorrectly designated as 
non-functional - an error which has now been legally 
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Project Synopsis: Brief
Industrial City 2.0
In Autumn 2012, Stowarzyszenie na rzecz Rozwoju 
Ursusa invited the M.Arch programme to develop 
proposals that might envision an alternative to 
Celtic’s masterplan. 

“The main conceptual driver for this project is an 
idea of ‘circular economy’/’industrial synergies’. 
We will put industrial processes in the centre of our 
thinking, however, keeping in mind that ‘industrial 
city’ is much more than just manufacturing – it is a 
coherent, ‘organic’ plexus, weaving together labour, 
capital and culture. The industrial city created in the 
19th and 20th century was based on local resources, 
local capital and local labour – would then the idea 
of ‘industrial city 2.0’ be anti-global one? Or rather, 
could it be an alter-global concept?”

(extract from Industrial City 2.0 brief)

This is a live project - within a tense political context 
- and in the context of a post-2008 economy. Should 
there be a new model of contemporary city. Could 
manufacturing act as a potential engine for urban 
development? This project has been called Industrial 
City 2.0 - a title that challenges us to think about how 
spaces of industry could co-operate and co-ordinate 
with urban life. Does the contemporary Western 
European model of the post-industrial city, which 
simply moves ‘problem’ industrial areas elsewhere, 
need to be revised? 

During the trip to Ursus, we visited a number of the industries 
on site including the Coal Fired Power Station owned by 
Energetyka Ursus. 
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URS.U.S. URBAN SYNTHESIS
The first part of the project was consideration of the 
factory site as a whole, nested within its larger context 
of Ursus, and Warsaw, in Poland and the EU. An 
urban strategy, entitled URS.U.S. Urban Synthesis 
proposed initially quick interventions that might act 
as a socio-cultural and economic catalyst that could 
integrate the residential areas of the district with 
productive activities already happening or that could 
happen on site. 

These meanwhile uses are intended to provide 
a ‘quick fix’ to the spatial and social issues on site 
that are contributing to the perception of non-use, 
dilapidation and dereliction - however the potential 
for further development of these interventions is 
explored and suggests how more long term changes 
might bring about increased diversity of activity and 
movement across the site.

The ultimate aim of the urban strategy is to put in 
place (facilitate) small scale interventions which 
tap into local socio-cultural and economic practices 
(tactics). Individually, these tactics may have little 
impact however an intensity of activity on the factory 
site could see these tactics grow into something 
more tangible - a space of production, creativity, 
consumption and community.

Fields + Synergies: Past, Present + Possible...
The second part of the project is the development 
of an aspect of the urban strategy into a masterplan 
and building proposal. 

At the urban scale, the proposal seeks to increase 
permeability through exploration of sites of intensity 
that might act as bridging nodes within the factory 
site and connecting to nodes within the wider district. 
One of these nodes is explored further as a site 
of interacting performed identities which aims to 
find common ground for disparate actors (industry, 
agriculture, retail, communities, arts, education, 
ecology, climate... ).  This multiplicity of individual 
and communal performances will be simultaneous 
and relational through use of a model that layers 
large scale/long term strategies and small scale/
short term tactics. 

The proposal aims to reconnect Ursus’ residents 
with a culture of industry and production, whilst 
providing much needed spaces for leisure, cultural 
consumption and play. The proposition will have a 
level of indeterminacy which allows for alterations 
in programmatic trajectories and changing social 
needs. Circular metabolisms which consider material 
and energy flows are integrated spatially and 
programmatically.  

Project Synopsis: Process

development model, c. early February 2013
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Project Synopsis: Proposition
Performative Assemblages is a proposal that aims to blur the boundaries between industrial (production) 
and residential (consumption) use through scaled, layered and indeterminate programmes that allow for 
simultaneous and multiplicitous spaces of social and ecological performativity.

The project takes Henri Lefebvre’s Nested Scale theory as a basis for a methodology that works across 
scales, across time and across programmes.  This theory of nested scales conceptualises space, and its 
varying degrees of private and public (local/global, rural/urban), as infinitely related - these scales are defined 
and implied by their relatedness to others - and because of their infinite nature, there can be no totalisation, no 
synthesis, no completeness. This approach has led to a proposal that is multi-scaled, layered, indeterminate 
and purposfully ambiguous.  The project is strategic in its approach to the various layers within the programme 
- proposing a framework that facilitates tactical maneuvers, tweaks, hacks, infilling, appropriation. 

Performative Assemblages is a collage, a bricolage - a coming together of diverse components - actors, 
agents, materials, forces - a multiplicity of assemblages, of varying scales, longevity, power and intent that 
reterritorialise simultaneously  - continually creating new assemblages - and it is this act of creating, making, 
producing, healing, salvaging, bridging, grounding, living, working, playing, cultivating that is the performative 
aspect of the proposal.  But, performativity is not only about the result of these actions - the performance, the 
outcome, the product.  It is also about the act of performing these actions - the stylised enactment of identity - 
the potential outcome of which is a strengthening and a centering - a continual redefining of communal identity 
- an identity that might allow for participation, difference and possiblity.





context and site analysis



Sun Path Ursus, 
June 21st
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environment - climate
wind

precipitation + temperature

sun WARSAW 
52 16 N, 20 96 E  
107m above sea level

Warsaw’s climate is humid continental with cold 
winters and warm summers, on the border with an 
oceanic Cfb climate. 

The average temperature is −3 °C (27 °F) in January 
and 19.3 °C (66.7 °F) in July. Temperatures may 
often reach 30 °C (86 °F) in the summer. 

Yearly rainfall averages 495 millimetres (19.5 in), 
wettest month being July. Spring and Autumn are 
usually beautiful seasons, the former crisp and sunny 
and full of blooms and the latter alternately sunny 
and misty, and cool but not cold.

Prevailing winds are from the west, with some 
East-South-Easterlys. Winds are typically weak to 
moderate with speeds ranging from 2-10m/s.Month Jan Feb Mar Apr May Jun Jul Aug Sep Oct Nov Dec

Precipitation (mm) 21 25 24 33 44 62 73 63 42 37 38 33
Snow Days 8 8 7 2 0 0 0 0 0 0 5 7
Humidity % 81 82 78 71 67 68 72 74 75 77 80 86
Average High °C 0.1 0.9 4.7 12.2 19.4 21.7 23.8 23 18.3 12.9 5.0 2.1
Record High °C 12.5 15.9 23.3 29.1 32.7 34.8 36 36.4 33 26.1 19.3 16.1
Average Low °C -6.1 -5.5 -1.3 4.2 8.6 13.5 14.8 13.6 9.7 3.5 0.8 -3.1
Record Low °C -30.7 -30.4 -23.5 -10.1 -3.6 0.3 4.2 2.0 -4.7 -9 -18.2 -27.4
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geology and ground conditions
primary geological formations

soil morphology @ 2m
glacial tills - sandy clay, clay, 
loamy sands 

moraine plateau

dust cover

lower water-ice deposits - 
gravelly sand

bottom sediments - Dust, silty 
clay, concise silty clay, gritty dust, 
dusty sand

glacial tills - sandy clay with 
gravel, boulder clay/Tertiary 
sandstone sediments and ice

oligocene well / deep water well

district boundary

surface water (canal, lake)

site

environment - ground
Geology + Topography
Warsaw is located on two main geomorphologic 
formations: the plain moraine plateau and the Vistula 
Valley with its asymmetrical pattern of different 
terraces. 
The Vistula River is the specific axis of Warsaw, 
which divides the city into two parts, left and right. 
The sig nificant element of the relief, in this part 
of Warsaw, is the edge of moraine plateau called 
Warsaw Escarpment. It is 20 to 25 m (65.62 to 82.02 
ft) high in the Old Town and Central district and about 
10 m (32.81 ft) in the north and south of Warsaw. It 
goes through the city and plays an important role as 
a landmark.

Ursus, in the west of the city’s left bank, is situated 
on the Moraine Plateau hence its topography is level 
with no natural rises or depressions. Most of the 
Gołąbki area (north-west) of the district is noted as 
having dust cover - this may account for the historic 
agricultural tendancy and ongoing cultural gardening 
practices of this area.

Human activity has created some topographical 
changes. Landfill has been used to build up 
embankments along the east of the district for train 
lines and trenches have been dug under the train 
lines in the centre of the district. 

district / region



district / region

surface water

ground water @ -1m

ground water @ -2m

ground water @ -3m

ground water @ -5m

ground water @ -5 
to10m

ground water @ - 
10+m

oligocene well (active)

inactive well

site

district boundary

Hydrogeological Units 
within main Oligocene 
Aquifer #215a

Hydrogeology and first 
instances of ground 
water

aQ11
Tr

aQI
Tr

bQI
Tr

aQI
Tr
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environment - hydrology
Water 
At present, many Polish do not have access to 
clean, potable water and even in Warsaw, citizens 
are obliged to either purchase bottled water, or 
visit an Oligocene well where deep groundwater is 
drawn that they can then take home to drink/cook - 
however the iron content in this deep aquifer is quite 
high.  

The Vistula River Basin covers approximately 
two thirds of Poland so remedial action cannot 
be limited to places only directly connected to the 
Vistula. Warsaw’s central position on the Vistula - 
places it at the mercy of sewage, agricultural and 
industrial effluent from upstream activities and is 
equally responsible for runoff that might affect towns 
and cities down-stream. 

Krakow

Bydgoszcz

Gdansk

Gdynia

Warsaw

Sandomierz

Plock

Wloclawek

Torun

Grudziasz

Elblag

Pulawy

Oligocene Wells in 
Warsaw

The Vistula

city / regiondistrict / region

90% of Mazovia’s rivers are Class 
3 which is of moderate quality. 
Class 1 is the requirement for 
drinking water.

regional hydrological issues



chemical wastewater 
treatment plant

sewage to pruskow 
biological treatment plant

instytut energetyki

energetyka ursus

primary energy supplier for Ursus and 
surrounding grid

energy/waste/water actor for 
factory site and supplier to grid

managed by Energetyka Ursus

managed by MPWIK (municipal water 
authority)
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environment - waste and energy
Sewage
Energetyka Ursus are responsible for wastewater 
treatment within the factory site, whilst MPWIK is 
responsible for sewage and drainage within the 
district, outside of the factory. 
Industrial wastewater is treated in the Chemical 
Wastewater plant on site before being sent to the 
Pruskow plant outside the city for biological treatment 
along with domestic sewage from Ursus district.
In 2005, only 35% of the city’s sewage was being 
treated  with the remaining effluent being discharged 
directly into the Vistula, of which 10% is industrial 
effluent. A new waste to energy plant in the north of 
the city is indicative of the investment in improving 
these statistics.

Municipal Solid Waste
Poland has a poor record when it comes to recycling 
and/or re-use of waste. In 2005, only 2% of waste 
was collected using separation techniques and the 
majority of waste was sent to landfill. 
Since accession to the EU, Poland has had a number 
of targets relating to waste management that it is 
currently striving to meet. 
- 2011: All European Cities must treat waste produced 
by them within the city bounds.
- 2015: Paper, metal, plastic and glass to be collected 
separately from other MSW
- 2020: 50% of household waste to be recycled; 70% 
of construction/demolition waste to be recovered.

Energy
Energetyka Ursus operate a 6MW coal fired CHP 
station on site that supplies all power and heating 
requirements within the factory site. Four lines 
connect to the main gris two transformers at the edge 
of the site connecting with power lines at a voltage of 
110kV. The heating network, 24km long, supplies the 
district of Ursus.
Energetyka Ursus have the capacity and space to 
expand operations and are interested in developing 
a waste to energy boiler as well as their existing coal 
fired boiler, however further investment is on hold 
pending the outcome of the legal ownership issues 
with Celtic Properties.

Oligocene Well

Energetyka Ursus Infrastructure

gas
electrcity

electricity pylons and overhead lines

Energetyka Ursus sewage system

MPWIK mains water supply

Energetyka Ursus water distribution

MPWIK sewers

energy, waste + water 
infrastructure in Ursus



Soil Contamination - Mineral Wool & Glass Fibre
Soil Contamination - Asbestos
Soil Contamination - Asbestos, Mineral Wool & Glass Fibre

Air - Areas of Potential for uncontrolled anthropogenic emissions

Median Annual average concentrations of airborne pollutants 
in Warsaw 1999 - 2008. 

Average Noise Levels over 24 hours

Average rail noise 2200 - 0600 hrs

Natural Systems 
within Municipality
Exchange Corridors

Warsaw’s Air 
Movement Corridors

City / District / Neighbourhood 

air soilnoise

Mapa akustyczna miasta stołecznego Warszawy
Dzielnica Ursus - hałas drogowy
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environment - pollution, contamination and noise
Air Pollution
In comparison to the rest of Warsaw, Ursus isn’t a 
particularly polluted district - however, as is the case 
for the rest of the city/region/state - there is room for 
improvement in terms of emissions. 

Soil and Groundwater Contamination
The levels of contamination on the factory site are 
within an acceptable range for industrial use [Class 
C], however extensive and costly remediation would 
be required to allow change of use to Class B [Other 
Urban Use/Residential]. The preliminary studies 
conducted on site does suggest that in order for the 
site to be changed to residential use, soil to a depth of 
3m over a very large area would need to be cleared.

Noise
The factory site is surrounded to the North, East and 
South by train-lines which are a considerable source 
of noise pollution, as well as busy roads to the west 
and south. In addition, Ursus’ proximity to Chopin 
Airport places it beneath the flight path of departing 
and arriving planes which has a significant impact on 
noise levels in the area.

The site for the proposed building is one of the most 
exposed to road, rail and air noise. Any change of 
use would require careful consideration on noise 
control.

Site / Building

40-45 dB

45-50 dB

50-55 dB

55-60 dB

60-65 dB

65-70 dB

70-75 dB

75+ dB

Ground Contamination

Asbestos

Asbestos, Mineral 
Wool & Glass Fibre

Mineral Wool & 
Glass Fibre

Average Daytime 
Noise Levels
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Pinch Points
Due to the presence of the raillines in the district 
and (current) lack of main roads, local roads are 
congested - particularly at certain pinch points which 
connect Ursus to surrounding areas, although new 
roads currently being constructed may go someway 
towards alleviating this.

Walkability
The residential areas of the district are distinctly more 
walkable than the factory site, although the growing 
trend towards gated private housing (with high walls, 
dogs and security) as well as reliance on cars is 
reducing the potential co-presencing on streets and 
thus the perception of safety and human activity for 
pedestrians.
On the factory site, scale is the primary issue facing 
pedestrians both in terms lack of fenestration 
and large facades which fail to break up large 
homogenous urban blocks. Celtics aquisition of 
certain plots has led them to close some of the roads 
on the site which has increased occurance of dead 
ends and increased distance times from certain parts 
of the site to others.

Bedroom Suburb
At present, it seems that Ursus is better connected to 
central Warsaw than to areas within its own bounds.  
This contributes to the perception and reality of Ursus 
as a bedroom suburb of the City rather than a thriving 
district in its own right. 

level crossing

junction

node

node
traffic pinch point

primary route

secondary route
tertiary route

pedestrian route

pedestrian desire lines

rail line

closed / private road

dead end

dead ends
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historic development
From rural to industrial to suburban
The earliest found map (1791) of Ursus show 
the villages of Czechowice, Skorosze, Gołąbki 
and Szamoty as distinct entities joined only by 
a few roads. Later maps reveal scattered linear 
developments which seem to be strip subsistance 
farms which suggest that the denotion of village 
at these crossroads is more likely a marker of 
geographic area rather than a zone of intensity or 
economic activity as we would consider a village 
today.
A map from 1910 includes the railways through the 
centre of the district and the north with the eastern 
branch being built in the 1930s. Warszawa Ursus 
station was opened in 1926. 
The factory doesn’t appear clearly on maps until the 
late 30s, although the oldest of the existing buildings 
was constructed in 1923. Maps from during WW2 
reveal the extent of the industrial development, 
whilst German Aerial photos from 1944 show the 
factory nestled in the midst of small linear farms 
with small pockets of suburban houses - presumably 
workers housing. There is little historic records 
from the communist era however a map from 1976 
(which blocks out the factory) illustrates the extent of 
development that took place in the post war period - 
when much of the communal housing was built.

2013
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urban morphology
Historic layers
In order to understand Ursus’ urban morphology 
today, a diagrammatic model was made which 
layered all of the roads and paths over each other. 
In particular this led to understanding the left over 
triangular spaces to the west of the site. 

Axes + Grids
This methodology of layering also revealed a pattern 
within the district, and within the wider radial city. The 
district street pattern can be considered to be made 
up of four grids (see image opposite) which interupt 
each other and narrate something of Ursus’ historic 
development and land use (through larger blocks, 
dead ends etc).

Dominance
The grid of the factory site (light blue), aligned to the 
trainlines, is the only part of the district that has been 
overlaid on top of different grid. The rational scale and 
orientation of the factory site has created awkward 
inbetween spaces to the west of the factory site, 
however this method of mapping has also revealed 
potential for breaking down the factory grid in way 
that is historically, socially and spatially contextual 
and relevant. 

Multiplicity and Simultaneity
Layering of Ursus’ historic and present day urban morphology



urban land use
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agriculture/farms

allotments

gardens

land-use analysis
Urban / Rural
Gardening/Cultivating has been identified as a strong 
part of Polish leisure culture with a high number of 
allotments throughout the city. In the case of Ursus, 
the district is peripheral and peri-urban. In fact, it is 
almost a peninsula - surrounded on three sides by 
farmland with a distinctive blurring of boundaries 
between rural and urban.

A phenomenon that was observed in the inhabited 
Ursus surrounding the Tractory site was the number 
of private, detached single family homes on large 
plots with large gardens. This was in stark comparison 
to the areas of communal housing where sense of 
ownership might be lacking, reducing motivation to 
cultivate common land.

Urban Land-use
Urban Ursus is largely residential and has a sense of 
being quite zoned. Pockets of retail and commercial 
activity occur within the district however, other than 
an increased zone of non-residential activity around 
the area of the main Ursus train station there is no 
clear centre to the district.

urban / rural



fragmented, 
weak centres

socio-cultural landuse 
(education, health, retail, public, 
cultural, leisure etc)
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socio-cultural context

INDUSTRIAL / COMMERCIAL
SINGLE 
FAMILY 
HOUSES

SINGLE 
FAMILY 
HOUSES

COMMUNAL 
APARTMENTS

SINGLE 
FAMILY 
HOUSES

FARMLAND

FARMLAND

‘CENTRE’

COMMUNAL 
APARTMENTS

Residential Character
Ursus has distinctive character areas which 
surround the factory site and two main typologies 
of residential use - namely: private, secured single 
family homes and communal blocks of apartments. 
Throughout the district, there are numerous 
individual business and commercial enterprises, 
however it could be said that the socio-cultural 
centre of Ursus has formed around the primary 
train station - PKP Ursus. However, this isn’t so 
much a centre [if compared with a typical UK high 
street] as more concentrated pockets of non-
residential use.

Lack of Centering
The tendency towards privacy and gated private 
ownership as well as fragmented and separated 
public and commercial services has diminished the 
sense of community and centering for Ursus.



strategies / tactics
zones of 
production and 
consumption
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Approximate concentration and 
locations of cottage industries

Cottage/Backyard Industry

economic context
strategies / tactics

cottage industry
Tactics and Strategies
Ursus’ economic activities might be considered 
under de Certeau’s concept of tactics and strategies. 
Dating back to the late 19th Century, there has been 
a strategic development of Ursus as a site of industry 
and manufacturing. This development occured within 
a context of small farms and subsistence farming. 
Gradually, industry took over the farmland for either 
direct manufacturing activities, or support use - ie. 
residential use for workers, services for workers 
(retail, school, medical etc). This large scale strategic 
economically driven approach has led to the Ursus 
of today.

However, throughout the district, there is evidence 
of tactical moves. Small scale cottage/backyard 
industries exist in pockets throughout the district - 
businesses as diverse as mechanics, nurseries, pc 
repair, publishing, design, landscaping, building.... 
These backyard industries tend to be concentrated 
in areas of single family housing - or in other words 
within a plot with a private garden. 



Voting Statistics in Warsaw. Stronger colours 
indicate a higher proportion of voters leaning 
towards either right, left of liberal.

clockwise from top left: 
Votes to Left wing parties, votes to liberal 
parties, votes to right wing parties



Suzanne O’Donovan _ 10067703 _ Master of Architecture Stage 2 _ The Performative Assemblages _ Design Strategy Book 1_Context  _ 41

political context
History
Throughout history Poland has found itself at the 
centre of numerous conflicts with ever changing 
borders and rulers. After WW1, the collapse of the 
Russian, German and Austro-Hungarian empires 
led to the establishment of a Polish independant 
republic. This period of the second Polish republic 
lasted for 20 years until invasion by German Forces 
and occupation throughout WW2. Post WW2, 
Poland was under Soviet control until the collapse of 
communism in 1989 and was socially, economically 
and politically behind the iron curtain for much of the 
twentieth century. The present period is known as 
the third republic which has also seen accession to 
membership of the EU.

Uprising
Warsaw has a history of not accepting impositions - 
most notable uprisings are the Warsaw Uprising in 
1944 by the Polish Resistance to liberate Warsaw from 
Nazi Germany. In 1976, the Ursus Tractor Factory 
was at the centre of the solidarity movement through 
strikes against rising food prices. These strikes are 
an important part of Poland’s recent history in that it 
led to the fall of communism and Polands rebirth as 
a modern democracy and the introduction of the free 
market to this former soviet block nation.

Ursus Politics
Statistics indicate that voters in Ursus today 
are very much leaning to the right with liberal 
tendancies. Given the history of oppression and 
the poverty resulting from this, it is understanding 
how ambitious Poles have embraced neoliberal 
capitalism as a means of furthering individual wealth 
and status. This is spatially evident in Warsaw with 
the growth of speculative development (residential 
and commercial) and in the case of Ursus is most 
remarkable in the juxtaposition of heavily secured 
private family homes and socially open communal 
housing and apartments. 

Ursus Spatial Politics
At the time of visiting Ursus, the proposals by Celtic 
Properties had the backing of the City of Warsaw and 
Ursus’ local government. In 2006, a masterplan was 
drawn up without consulting existing businesses and 
that ignored existing land-uses and infrastructure. The 
Association for the Development Ursus was formed 
in response to this and fought against the masterplan 
arguing that the Studium (LDF equivalent) on which 
the masterplan was based was incorrect. This 
argument has now been won in a Polish Court of Law 
which now means that a new Studium will need to be 
drawn up for Ursus which takes into account existing 
activities and infrastructure.

Changing political borders of what is today known as Poland. 
image extracted from Briefing Document section by Olga Krolak

45
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site: perception of use
situation
In walking around the site, an immediate observation 
of symptoms relating to the political situation, the 
perception of non-use, was more than likely grounded 
in the apparent lack of inhabitation of some buildings, 
plots and inbetween spaces. This perception, in some 
cases, was appropriate, however in other cases was 
very much an assumption and did not relate to either 
the activity within or the value of that activity. 

In the context of the legal arguement which contests 
the designation of non-functional - the error 
[assumption] appears to be based on a cursory 
glance at the external situation, rather than an 
indepth investigation of use, inhabitation and value. 

analysis
Analysis offers two reasons for this problem: The 
first is the blank façade > the mega-monolithic and 
homogenous surface of an inhumane scale that 
belied what was actually happening inside. On 
the surface, there is little that makes manifest the 
richness of productivity inside, not to mention the 
immaterial stories - hertiage, socio-cultural and 
economic impact, networks and synergies that 
constitute this place. 

The second issue is the appearance of abandonment 
(poor maintenance and/or deliberate abandonment )
resulting in dereliction and decay [= devaluing].

The spaces between buildings are those that people 
engage with in a distracted way. In order for 
the continuation of the factory site as a place of 
production in Ursus, there must be opportunity for 
casual engagement - which may be social, economic 
or cultural. This process of valuation could be a 
manipulation which leads to a sense of responsibility 
or ownership - a mechanism to provoke an indignation 
[and potentially a fiercely protection] and/or evoke 
memory [and again protection?]



icon - chimney stacks

robust, intricate structure brick remnants

1920s industrial heritage

1920s industrial heritage

1930s industrial heritage

cultural icon
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townscape_architectural character
Industrial Heritage
There are a number of buildings on the site - in 
particular in the older areas (south) that are of 
architectural value and should be considered as a 
listed building would be in the UK. Many of these 
buildings are on land now owned by Celtic and have 
been allowed to become derelict - adding to the 
devaluing of the site and its heritage.
The development of the factory site over the years 
can be read the architecture which in communism 
was robust and basic and in later years low cost 
and poor quality. However, it should be noted that 
the interior quality and industrial grandeur of many of 
these warehouses is simply hidden from the outside 
by pragmatic windowless facades.

industrial/factory architecture - 
interesting structural features, 
poor fabric

industrial/factory architecture - 
architecturally and historically 
significant

not particularly high quality, 
however significant within context 
as landmark, or function, or simply 
as historic building.

industrial/architectural heritage

cultural icon



blank facades = dull

vast = distant

uninhabited = unsafe

connected = opportunity?

issues of scale
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townscape_public realm
Scale + Public Realm
The scale of the site can be understood through the 
scale of the urban blocks - particularly in comparison 
to the scale of the surrounded district. Lack of 
fenestration provide little in the way of human scale 
and thus the site has a poor sense of walkability - 
this is compounded by closed roads surrounding the 
plots owned by Celtic which has resulted in dead 
ends and detours. There is little sense of a managed 
landscaping strategy with either plain ‘manageable’ 
grass or overgrown local flora - however the 
abundance of flora suggests that despite the 
contamination the soil quality is reasonable and will 
support a natural system.

Bricolage
The site’s architecture and landscape characterises 
it’s development from the 1920s to the present 
day with differing materials, textures, technologies, 
maintenance and rates of decay. Technical 
infrastructure is prevalent throughout the site with 
pipes, hydrants, pylons and electricity transformer 
stations. Old and unused buildings, allowed to decay 
have developed a patina of rust, crumbling brick and 
oxidised concrete and steel with adds to the sense of 
industrial ruin - however, this exteriority of ruin often 
belies an active interior. More recent ‘warehouse’ 
style buildings offer poor public interface, and often 
hide the strength and interest of activity within.

ubiquitous infrastructure

patchworks

rubbish?

abandoned, overgrown
seasoned

weathering

age
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historic building analysis



Photographed elevation of Ursus factory, post construction in 1923

Building Functions, 1944

cast iron foundry

unknown

well

bronze foundry
steel cleaning

repair workshop
clay modelling

cooler

cooler

composite materials foundry

aluminium foundry (asmet)

storage

transformer
furnace

garage

electrodes workshop
storage

Plan of factory, 1944, area in yellow is site of analysis for proposition



history
The oldest parts of this building date back to 1923 
when the factory, originally in the centre of Warsaw, 
moved to Czechowice.  The original complex of 
buildings were designed by Franciszek Lilpop and 
Marek Leykam.

Ownership today
Celtic Properties are in current ownership of this 
site. In 2006, the building was being investigated for 
potential addition to the list of protected monuments. 
This, more than likely, has legally prevented Celtic 
from demolishing it.

Use
A map drawn in 1944 by the occupying Nazi forces 
reveals the original use of each building and 
illustrates the growth of the factory with the addition 
of a number of buildings that form part of the overall 
building today.

Main Image: plans drawn by Lilpop & Leykam for the factory 
in 1923. Above: Front (South-east elevation) of building today 
(Asmet building in foreground)
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romantic ruins
Bricolage
As with the overall site, this building is a bricolage 
that represents the organic growth of the building, 
and indeed the Ursus factory as it developed over the 
twentieth century. The original building from the 20s 
to 40s remain as distinct entities within the whole, 
however at some stage in the late twentieth century 
(no information was made available as to when this 
happened) additional structures were added that 
effectively created one very large building. 

The architectural quality of these buildings is variable 
- with the greatest value, of course being the original 
1920s constructions. However, whilst the fabric 
of the later additions is of poor quality (corrugated 
metal, concrete block etc) the tectonic aesthetic of 
the structure, as well as its robustness is of value.

State
In general, the building is in an extremely poor state 
of disrepair due to years of neglect and inhabitation 
by drug-users, homeless however this use has, in a 
way, added to the patina of its age. In general, whilst 
certain parts of the building are of higher quality 
than others, the overall effect is extremey dramatic. 
Spaces are very large adding to the drama, made 
all the more romantic by the decrepid nature of the 
building fabric.

building 1
1923

building 2
unknown

building 3a
1923

building 3b
unknown

building 4
c. 1930s

building 5
unknown

west infill
unknown

east infill
unknown

76.6m

153.6m

156.4m

access
internal flow

Total building 
footprint: 7,500m²



Addition: ‘lean to’
A structure measuring approx 5m 
across and 84m long was constructed 
post WW2 along the west elevation of 
this building. It is unknown what exactly 
this was used for. Examination of the 
fabric reveals a concrete portal frame 
structure with brick and concrete infill. 
The exterior of the concrete block was 
rendered and subsenquently painted 
with a brick pattern (above). The care 
taken in the exterior appearance of 
this extension suggests it was likely 
constructed in the late 40s or 1950s.



building 1 
cast iron foundary

building under construction, 
1923

front (south east) elevation of building today

Opposite page: 
Clockwise from top left: Main Hall 
looking towards north; Space 
within east wing ‘office and staff 
rooms’; Main Hall looking towards 
south interior elevation; Reinforced 
Concrete structure; west wing alcoves

original section of building, 1923

Building Summary
Constructed: 1923
Footprint Area: 3,593m²
Structure: Reinforced concrete (columns 
1000x600mm) with gantrys
Roof structure: Steel
Walls: primarily brick infill, some concrete block infill
Roof: glazing, metal, e-w roof-lights in west alcoves

Description
A large symmetrical tri-partite facade which fronts 
an 84m long hall. The central hall is a large single 
volume. Some of the floor has been excavated to 
create a basement (possilbly post construction) on 
which no data is available. The west wing is open to 
the main hall - possibly was used for some smaller 
manufacturing and/or materials storage. The 3 
storey east wing (inc. original semi-basement level) 
was subdivided into small rooms, some contained 
showers and toilets so may have been staff locker 
rooms and offices.

84m

18m

16.3m

7m

10.28m
6.25m





building 2 
barrel vault

Building Summary
Constructed: unknown - Post WW2
Footprint Area: 1,091m²
Structure: Reinforced concrete (Strong enough to 
support gantry and travelling crane)
Roof structure: unknown - possibly members creating 
an arch with steel tie in tension
Walls: primarily brick infill, some concrete block infill
Roof: unknown exterior fabric (probably metal). 
interior brick tiles lining. 

Description
Large hall with brick facade designed to mirror mirror 
adjacent 1923 facade. Facade hides impressive 
barrel vaulted ceiling which appears to be brick 
arch but more likely brick tiles. large gantry beams 
along side with rails. railway line enters building and 
contains well. unknown function.

23.5m

48.5m

14.5m





building 3
bronze foundry

Building Summary
Constructed: 1923
Footprint Area: 831m²
Structure: Solid Brick/Concrete Block wall; some 
steel support
Roof structure: unknown - possibly concrete slab in 
southern ‘cellular section’, concrete and steel beam 
in ‘hall section’.
Walls: primarily load bearing brick, some block, 
glazing and glass bricks
Roof: unknown, roof-light n-s

Description
long brick building which can be considered as made 
of two parts - to the north, a 370m2 single storey hall; 
the southern section, a three storey, cellular complex 
of interconnected rooms (offices, workshops?). There 
is fire damage in some of this building but potentially 
could be recovered. 

32.7m

16m

6.5m





building 4 
repair workshop

Building Summary
Constructed: unknown, possibly 1930s
Footprint Area: 480m² (hall only)
Structure: Steel portal frame
Roof structure: steel truss with steel purlins and 
timber boarding
Walls: brick infil, glass bricks, concrete
Roof: pitched, unknown external fabric (prob metal),  
roof light (n-s)

Description
hall constructed pre WW2 to North west of complex. 
simple pitched roof portal frame with (primarily) brick 
infill. parts of the ground have caved in and much 
of the brick and mortar is in poor condition and 
crumbling. roof seems ok. At some stage unknown, 
an extension was added to the west elevation  - a 
5m wide two storey block - likely containing offices, 
toilets etc - solid brick wall - characteristic of a lean-
to.

31m

14.7m

11m





building 5
workshop

Building Summary
Constructed: unknown, post WW2
Footprint Area: 951m² 
Structure: Trussed Steel frame
Roof structure: steel truss - off centre pitch
Walls: concrete, glazing, metal
Roof: external fabric unknown, interior, possibly 
metal, roof-light e-w

Description
hall constructed adjoining Building 4. structurally and 
spatially unusual with inexplicable gaps between other 
structures - most likely was originally unconnected. A 
concrete partition wall was added post construction 
which separated 1/3 of space. Overhead spaces 
(offices?) which connect to walkway bridge leading 
to adjacant plot (currently STAM).

31m

12m

16.5m

10m



West infill interior panorama 
(photo: Kostas Ipeirotis)



building 6
west infill
Building Summary
Constructed: unknown, post WW2
Footprint Area: 1,438m² 
Structure: Trussed Steel frame - very large, likely 
supported travelling crane
Roof structure: steel truss - off centre pitch
Walls: concrete, glazing, metal
Roof: unknown - probably metal, rooflights n-s

Description
large, open space with extremely robust structure 
connecting the originally separated pre WW2 
buildings 1 and buildings 4/5. Structure seems in 
good condition, however ground has caved in and 
is in very poor condition. the function of this space is 
unknown.

35.2m

36.2m

14.2m





building 7
east infill

Building Summary
Constructed: unknown, post WW2
Footprint Area: 1,972m² 
Structure: a collection of steel portal frames, some 
trussed.
Roof structure: steel truss - main section, slightly 
pitched
Walls: most of the walls are in fact exterior walls 
from adjoining buildings. This is the most adhoc infill 
structure. Where external envelope has been added 
it is usually cheap materials such as corrugated 
metal or concrete block.
Roof: unknown - probably metal, rooflights n-s

Description
long open space which connects numerous ‘buildings’ 
with an enclosed ‘internal’ street character. Unknown 
function, however numerous alcoves and and top 
accessed ‘boxes’ which suggest might have been 
used for storing materials. different structures and 
grids suggest bits added on at different times. central 
long hall is most robust with trussed steel portal 
frame and good clear heights.

14.2m

18m

58.8m
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briefing document
The briefing document was prepared by all students 
participating in the M.Arch programme. It was divided 
into three perspectives - that of man, nature and 
politics. 

Appraisal
The briefing document, as a whole, has proved to be 
extremely useful throughout the development of both 
urban strategy and building proposition - in particular 
the sections on polish history and the historical 
development of Ursus as well as socio-political and 
ecological issues regarding waste, water and energy.

However, in general there was a lot of cross-over 
and doubling up of information between sections 
which indicates that better communication could 
have been used by researchers. Certain information 
which one would expect to be in a briefing document 
was missing - for example, cultural activities (what 
do people do for leisure and entertainment), health 
(access to and cost of GP, healthcare etc).

Additionally, the document may have read better if 
ordered differently - eg. Nature, Politics, Human. It 
also seems that too much reliance is placed on the 
layout and content of previous briefing documents 
which tends to be used as precedents for the type of 
information that is expected. However, in general, the 
provision of basic information has been a useful way 
to point towards further and more detailed research 
where required.

Historical Mapping Analysis
Humble origins

Ursus’s urban morphology as we see it today 
is a story that can not be told without historical 
perspective. It is a city that has come from humble 
origins, as its industrial core developed so did the 
areas surrounding it. On the area that is today 
Ursus there were three villages in the 14th century: 
Czechowice, Skorosze and Szamoty(later called 
Golabki). Three Engineers and four buisnessmen set 
up the ‘Equity Industrial Society’ producing fittings 
mainly for the sugar industry, food and distillery, 
gradually extending the range for central heating, 
water supply, etc.

Industrialisation

Here we can start to see the significance that 
industrialisation played in transforming the whole 
area. As the three villages started to change 
so did their roles. Szamoty’s area Zaklady 
Mechaniczne “Ursus” (Ursus Industrial Plants) 
were built. Czechowice became a housing esvtate 
due to factory’s vicinity. Skorosze became seat of 
municipality.
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Geological Section of Warsaw [A-B], Source: Kowalczyk, A & 
Nowicki, Z ( 2007)

Hydrogeological Section of Warsaw C-D, Source: Kowalczyk, 
A & Nowicki, Z ( 2007)

area perspective

Main Aquifer #222 [Pleistocene]

Main Aquifer #215a [Oligocene]

Hydrogeological units

Hydrogeological unit symbols

Warsaw Border

Vistula River

Narew River

Zegrzyński Reservoir

A

C

D

B

Class 1

Class 2

Class 3

Class 4

Class 5

Assessment of ecological status of 
rivers in Mazovia in 2010. 

90% of rivers are Class 3 which is 
of moderate quality. Class 1 is the 
requirement for drinking water.

Source: Kowalczyk, A & Nowicki, Z ( 2007)
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Waste

Polish municipalities will soon be the owners of the waste 
generated by their citizens. The new law on waste in Poland, which 
will come into force on January 2012, will replace the law existing 
since 2001. On 1st of July 2011 Polish Parliament passed a 
new law concerning waste (“Act on maintaining cleanliness and 
order in municipalities”) and on 15th of July 2011 it was signed by 
the President of Poland, which ended the legislative cycle.
Currently, the citizen is an owner of the waste but when Poland 
joined the EU it committed itself to certain principles of waste 
management;

Fundamental requirements of EU law:
•	 2015 – separate collection: paper, metal, plastic and 

glass;
•	 2020 – preparation for re-use and recycling of at least 

paper,metal, plastic and glass from households – min. 
50% by weight;

•	 2020 – preparation for re-use, recycling and other 
material recovery of nonhazardous construction and 
demolition waste – min. 70% by weight.

According to the representatives of the Ministry of Environment in 
Poland, implementation of EU directives and achievement of the 
commitments on waste management in Poland is possible only 
when the owner of municipal waste is the municipality itself. 
Local governments in Poland will gain the power to organize 
collection and sorting. They will also determine the fees for 
waste management for residents. Money for waste collection will 
therefore go directly to the municipal budget.

National policy on municipal waste management in Poland Warsaw, 

29 September (2011)
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Ian McNeill

PRODUCERS OF WASTE COLLECTION OF WASTES

COMPANY HOLDING

MUNICIPAL ORGANISATIONAL 
ENTITY

permitte sites are indicated in the permit for recovery
 and disposal of wastes, as set out by the voivoship and 

municipal waste managment

Regulations on keeping 
“Cleanliness and order in Municipality”

directory of contacts

The  Community Fund for Environmental 
Protection and Water Managment

inventory of waste 
generated

MUNICIPAL AUTHORITY

SELECTIVE COLLECTION 
OF WASTES

HAZARDOUS 
WASTE

RE-USABLE 
RAW MATERIALS

CONSTRUCTION
WASTE 

LARGE SIZE
WASTE

OR

permit to collect municipal waste

list of contacts

report on implementation
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collections of municipal wastes from the real estete owners who have notconcluded the contracts

charge for collection of municipal wastes from the real estate owners who have not concluded the contracts

The current model of the municipal waste management scheme.
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Consumption 
  
Front of House  Reception

Facilities  Toilets and Changing   
   (Male, Female, Accessible,  
   Baby Changing)
   Cloakroom

Core Function:  Primary Public Space   
   relating to core function
   Multi-purpose space(s) for  
   public (variety of users)   
   participation
   Product Hire and Retail   
   Shops

Secondary Function: Cafe/Restaurant Dining/  
   Bar
   kitchen + Prep
   Storage

Tertiary Function: Accommodation (hotel,   
   hostel)
   Creche
   education space

Back of House  

Administration  Office(s)
   General Storage
   Security
   M&E

Facilities  Employee Toilets and   
   Changing (male, female,  
   accessible)
   Employee Kitchen and Rest  
   Area
   

External Spaces

Landscaping should form a key part of the overall 
strategy relating to the site in line with the objective 
of layering and stratification of use. With a long term 
aim of integrating industrial and residential use, 
production and consumption, the proposition should 
consider how these potential conflicting uses might 
be reconciled.

The Assemblage: programme
The following spatial typologies should be included 
within the proposition. Exact nature of the spaces 
are unspecified however what is critical is the 
relationships between these spaces to each other 
and across layers. 

Production 
 
Core Function:  Materal Production - eg   
   workshops, assembly,   
   manufacturing, 

Secondary Function: Food Production Spaces
   Energy Production

Tertiary Function: Community spaces,   
   Participatory inhabitation
   
Research:  Library and Archive
   Studios

Support Spaces: Storage
   Loading
   M&E - eg Specialist   
   Ventilation for workshops
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building brief and programme appraisal
The building brief and programme was devised 
individually rather than as a group exercise which 
has meant that the it was continuously evolving as 
the project developed, and was actually written half 
way through the process rather than at the beginning.

Because of this, the brief is perhaps more specific 
than it would have been if written as a more generic 
brief at the beginning of the project and it reads in 
places like a synopsis of the finished proposal rather 
than as an objective and challange set out at the 
beginning of the project

As an excerise in the development of the project, it 
was useful - in that it forced particular questions to be 
engaged with - such as funding, ambition, what will 
the proposal do. The process of writing the brief was 
a helpful tool in retrospecitively organising the key 
aims of the project, as well as putting together a brief 
area schedue of the proposed spaces.

The full brief can be read the appendix at the end of 
Design Strategy Part 2.

left: Briefing Schedule, above, images from brief



Crowd Funding Precedent:
Luchtsingel, Rotterdam
Architect: ZUS

The Luchtsingel is a temporary pedestrian bridge constructed as part 
of project I Make Rotterdam, part of the 5th International Architecture 
Bienniale in Rotterdam that was financed through crowd funding. 
Contributors were asked to make a donation of €25, €125 or €1250 in 
return for varying degrees of having an element of the bridge engraved 
with their name or other piece of text.

The Luchtsingel, which uses the slogan “the more you donate, the 
longer the bridge”, has resonated with the public imagination and 
surpassed its initial funding goals, becoming an important part of 
Rotterdam’s urban rejuvenation
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funding and partnerships
“How? - Funding
The proposal should identify likely sources of funding that 
might be a combination of EU/State funding and local grants. 
Could funding be sourced via the involvement of actors? As an 
asemblage seeking user ownership and participation - is there a 
way to involve members of the public. Does the proposal require 
private funding through incentives and/or private development?”

Public Funding / EU Grants
A number of local actors and institions (eg. ARSUS, 
SKORO) were identified in the Urban Strategy stage 
for their potential to contribute to the realisation of the 
proposal both programmatically and economically, as 
well as EU grants in areas which this project would 
fall under. With cultural, social and civic support  
from Ursus as well as the backing of the Warsaw 
municipal authorities, the project could gain much of 
the funding via political sources.

Local Industry
Fundraising could also take place amongst local 
industries who would stand to benefit from the 
increased acitivity in the area, as well as the 
potential economic benefit from either construction 
or programme synergies.

Crowd Funding
A growing means of fundraising is through 
communities, individuals and members of the public 
- often there is an incentive such as customised 
building elements unique to the contributor.



assemblagesperformative
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remediating

healing

growing

meeting

cultivating

walking

healing

growing
metabolising

making

 
This 

discussion is the culmination of an enquiry over the past two years which has looked at metabolic systems within nature as precedents for developing a resilient approach to urbanism and architecture. The metabolic approach considers the relationships between actors as symbiotic 

and circular, such as the symbiosis between fish and plants in an closed aquaponics system, however unlike a closed system, the relatedness of actors and forces that occupy the world is not closed - in fact, it contracts and expands as actors move between territories and cultivate 

new relationships.

 This growing understanding of space as 

histories of inter-relatedness across scales has 

led to an enquiry which encounters the writings 

of Henri Lefebvre, Deleuze and Guattari, 

Doreen Massey, James Corner, Kim Dovey, 

Michel de Certeau, Pierre Bourdieu, Manuel 

DeLanda, Bruno Latour (to name but a few) as 

well as the agendas of Cradle to Cradle, Spatial 

Agency and Landscape Urbanism.  From 

initial context analysis, my understanding of 

space as layered, scaled and inter-related has 

been critical in supporting the development of 

an architectural proposal that allows for social, 

spatial and temporal multiplicity and 

simultaneity.

 This accumulation of theory and practice 

is tested in the development of a strategic 

approach to architecture and urbanism. This 

project aims to offer a programme that is 

layered, scaled and indeterminate. One that 

bridges past, present and possible, bringing together disparate communities and identities in a space that through the contradictory act of extension, creates a centre. This discussion brings together the wide range of 

theoretical positions that have informed the development of this proposition.

Relational Space: Multiplicity and 

Simultaneity

 Conceptualising space as multi-layered, 

historic and related inevitably leads to 

questions of scale and territory.  

Relationships between social, economic, 

political and environmental actors and forces 

occur across an infinite number of scales 

(spatial and temporal) and thus the classic 

dichotomies of local/global, urban/rural, 

public/private and so on is overly simplified 

and dangerously reductive. Doreen Massey, 

recognising this, asks: “whether, in a 

relational and globalised spatiality, 

‘groundedness’, and the search for a situated ethics, must remain tied to notions of the local.  If 

places pose, in highly variable form, the question of our living together in the sense of juxtaposition 

(throwntogetherness), there is also the question of the negotiation of those, equally varied, wider 

relations within which they are constituted.” 

 Henri Lefebvre, throughout his work, has 

explored the notion of inbetween-ness and 

posited a theory of nested scales - (private, 

mixed, global) or local, intermediate and 

global - whereby each scale is related to the 

others, and that all space is a simultaneity of 

temporal narratives which act to superimpose 

multiplicities of both spatial and temporal 

events.  This simple theory has underpinned 

an analytic approach to understandling space whereby the agenda is to avoid reductionism.  Of course, it would be 

impossible for this approach to enable an analysis that includes everything that is and was, and could be - however, 

merely recognising that there are unseen factors and allowing for these is a start - a way towards an 

architecture of multiplicity, 

simultaneity and possibility. 

 In fine art practices, concepts of 

simultaneity, and spatial and temporal 

dimensions have been explored, in 

particular, by cubists, surrealists, futurists.  

Robert Delauney (1885-1941), in his 

windows series explored how the process 

of seeing itself could be recorded.  In 

1912, he wrote: “Without visual 

perception there is no light, no 

movement.... This movement is provided 

by relationships of uneven measures, by 

color contrasts, which constitute Reality.”  

Colour, perceived through light which 

Delauney sees as dynamic, structuring, rhythmic and simultaneous, is the major focus of his work in the 20th Century.  This insight into a world of fluctuating, invisible yet structuring forces can also be seen in the work of the Italian futurist, Umberto Boccioni (1882 - 1916) who became the driving force in developing and publishing the agenda and manifesto of the futurist movement.  
 

 In 1914, he wrote, “While the impressionists make a table to give one particular moment and subordinate the life of the table to its resemblance to this moment, we synthesize 

every moment (time, place, form, color-tone) and thus build the table.”  Boccioni recognised that everything, even  
 

 
 

 
inanimate objects, were in a process of being-becoming - a  

  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
co-evolutionary process of perception, projections and  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 

experiences. 

 
It is significant that these art movements evolved in the early twentieth century when modernism, and the accompaniment technology that a quickening pace of life embraced, led to a more dynamic   

 
 

 
 

 
 

 
 

 
 

 
experience of life.  Both artists demanded that the tradition of depicting static objects be abandoned for an exploration  

 
 

 
of movement, rhythm, flux and simultaneity.  Boccioni 

coined the 

phrase “physical 

transcendentalism” as a way of 

explaining his approach - one that 

certainly attempted to find new ways of 

representation that reflected the modern 

world.

 However, representation in itself is 

static and merely visualises the dynamic 

forces in place up to and at that point.  

The challenge for architecture, as an 

art-form which by its very nature and 

scale is experienced through inhabitation, is to allow for the possible and the unforeseen.  The practice of architecture and urbanism is at its most successful when it draws from the past and the present, 

but still facilitates the possible.  Stuart Brand cites Winston Churchill’s observation of the process of building and inhabiting, “We shape our buildings, and afterwards our buildings shape us” - a 

sentiment furthered by both Martin Heidegger and Henri Lefebvre - the former in his discussion of dwelling and the domus, the latter in his theory of the spatial triad which conceptualises space as a 

social construct - a reality that is continuously under construction through the participative acts of 

perception, conception and experience. 

 If space is to be understood as 

under continuous construction, it is 

logical to then look at the relationships 

that underpin this construct. Lefebvre 

offers a way of reading and imagining 

space, and the relations within: 

 (i) by abstracting elements of space and society, within a particular scale, and allowing subjects, objects, relationships, activities, agendas to be differentiated; 

 (ii) through this abstraction, relationships across different dimensions and scales can be read and conceived; 

 (iii) through its core tenet of infinite relatedness, it prevents a totalisation of these abstractions - thus, the understanding of space and subsequent conceptions can never be presented or imagined as complete. 

As a basis for a methodology, Lefebvre’s concept of nested scales has the potential to transcend traditional concepts of territory, and to highlight the relatedness of different actors and interdependencies, thus reducing the likelihood of 

fragmentation and exclusion.  More importantly, it builds in open-endedness - a capacity and allowance for a multitude of possibilities - and even more importantly, understands its limitations.

 In his book, Design with Nature, Ian McHarg proposed a methodology of mapping the intricate relationships that constitute a space by extracting physical, social, economic, historical, political, cultural, ecological ‘inventories’ (fig. 5) in order to build a composite picture of values (constraints) which would 

enable a development proposition that was sensitive to the existing, contextual situation.  McHarg’s ‘relative system’ has been hugely influential in design and planning as a rational and visual means of extracting complex socio-economic, physical and ecological data from spatial realities and has played a large role 

in advancing the notion of the urban 

environment as an ecology - as a field 

of dynamic relationships, however it 

has also been criticised for it’s 

“ecological and methodological 

fundamentalism” in that it continues to 

polarise the urban against nature and 

assumes that the parameters resulting 

from the methodology is the correct 

answer without need or room for any 

creative, or aesthetic manipulation. 

 More recently, the emerging 

agenda of landscape urbanism 

considers the urban surface as a unitary field (ie. a ground-plane which includes buildings, roads, open space, habitats etc) that supplants architecture as the ordering mechanism of urbanism.  Territories are porous, and the urban surface is read as a multiplicity of indeterminate relations.  This practice takes forward McHarg’s  
 

 
 thesis however rejects his polarisation of nature and city, proposing 

instead a more integrated and hybridised approach.  This integration of the social, the urban and the natural can be observed in Bernard Tschumi’s Parc de la Villette where a grid of red follies prioritise event and program over stylistic concern .  This ‘point-grid’ distributed “a non-finite number of elements in a space” where   
 

each folie could relate to other folies on the grid (a permeability), as much as it 

could be divisible and relate to its own 

parts.  This layering of axes, points and 

surfaces was intended as a scaled 

multiplicity of relations and events - not 

as a territorialised park in the city, but 

rather as an extension of the cultural 

events and dynamics of the city in the 

park.  

 In Ursus, this approach has been applied through an extended or exploded programme which aims to integrate spaces of production and consumption, through the identification of potential synergies that could highlight relationships and exploit existing material, energy and socio-economic flows.  The 

act of extending is an intangible and immaterial bridging element but also a means of inviting participation in the production of not only elements of theatre, but in the ongoing construction of Ursus’ identity.  In a 

contradictory way, through decentralising the programme and sharing its elements throughout the district, the effect is a centering - a convergence - an assemblage.  This assemblage is not intended to dilute and homogenise the varying constituent identities and components, 

but rather, through gathering and celebrating the diversity of Ursus, create a stronger centre. 

The scaled programme, which finds its zone of intensity in the building proposal, draws inspiration from the indeterminate nature of the programming at Parc de la Villette. Performative Assemblages is a project that is strategic in nature - with clear ambitions of social 

inclusivity and participation - ambitions which by their very nature cannot be designed. The programme is merely a framework - one that taps into the richness of the context and invities opportunities for appropriation and chance. 

Habitus and Performativity

 Pierre Bourdieu has 

conceptualised a theory of identity and 

belonging that prioritises the 

production of identity, reflected by 

lifestyle, as the systematic product of 

habitus which he defines as - “not only 

a structuring structure, which organises 

practices and the perception of 

practices, but also a structured 

structure”  The system of habitus is 

territorialising and stablising - 

enforcing conformity to accepted 

cultural norms which establishes perception of identity and belonging both for subject and onlooker.  Possesion of levels of the various forms 

of symbolic capital (social, economic and cultural) endows the subject 

with status and membership of a certain class of society.  Dovey describes the habitus as a way of knowing the world, a way of understanding social practice and a way of knowing your place in that world - it is “both the condition for the possibility of social practice and the site of its 

reproduction.”  However, habitus is not destiny - just as one can acquire additional capital, so can habitus be changed - upgraded, if one likes.  Bourdieu states: “the habitus, as the Latin indicates, is something non natural, a set of acquired characteristics which are the product of 

social conditions and which, for that reason, may be totally or partially common to people who have been the product of similar social conditions...[however]... it m
ay be changed by history, that is by new experiences, education or training.” 

 In a recent study conducted by the BBC and based on Bourdieu’s theory of habitus, the ‘Great British Class Survey’ (fig. 7) identified seven distinct social groups in the twenty-first century as opposed to the traditional three (upper, middle, working). This ‘reclassifcation’ considered the combination of the different capitals (social, economic and cultural) but recognised varying levels of perceived class and taste such as emerging cultures (gigs, 

gaming, indie) alongside established 

‘highbrow’ culture (jazz, theatre, 

opera), ‘new’ affluence as well as 

inherited wealth and widening social 

circles.  Technology and greater social mobility has enabled aspirational lifestyles that are within reach and this is reflected 

within our identity formation, and associated consumption activities.

 
Whilst the habitus can be considered 

as the structuring system of society, 

the concept of performativity could 

be considered as the embodied 

practice of habitus.  Judith Butler 

conceives of the production of 

identity as a performance - “a 

stylised repetition of acts” and 

borrows the term,   
 

 performativity, expanding it 

from the dictionary definition of 

expressive speech acts to a more 

generalised 

and 

embodied 

expression - speech, 

gestures, 

movements, acts - that 

communicate a 

cultural identity.  Performativity considers 

everyday practices 

as manifestations of “the culturally-scripted character of 

identity, which is 

generated by power through repeated norms and   
 

their transgression.”  However, in discussing Butler’s work, Appadurai suggests that performativity is not simply a reiterated presence but also a projected aspirationary performance, 
 

 
 

 
 

 
 

 
 

 “... it goes back to the idea of the projected, that is, to say 

these things are not 

only ideologies, not only histories that   
 

people automatically propel and enact, but are things that are more visions, utopias and otherwise.”

  
To add further complexity to this   

 
 

discussion, it is worth including Leibniz’s theory of monadology which considers the construction of reality through a virtual system of the individual (the monad) which perceives and reflects that   
 

 
 

 
 

 
 

 
 

 
 

which is external to it.  
 

 
  

 

  
 

  

 
The monadology could be conceived as “something like a hologram which is 

reputed to contain 

the whole image within each fragment” - a virtuality that represents reality through 

perceptions and 

projections.  In other words, identity, as theorised by Butler and Bourdieu, and through the lens of Leibniz’s 

monadology, is a construct and a projection of ourselves and society in space and time - a projection 

which, through signs and symbols, reflects and simultaneously constructs the 

aspirations and expectations of both individual and society.

 Poland has witnessed dramatic changes to its social, 

economic and political life in the past 30 years. 

After the fall of communism, the 

country was thrust 
into 

the free market with a dizzying array of freedom of choice for all. Its supply of ready, cheap labour, and central location made it a viable manufacturing base in Europe and rather 

rapidly, Poland began to westernise, commodify and consume.  Accession to EU membership in 2003 sealed Poland’s enthusiastic embrace of neo-liberal capitalism and subsequently heralded in a period of conspicuous consumption - understandable given the history of 

oppression and restriction.  Politicallly, 

the majority of Poles identify 

themselves as right-wing and with the 

strong influence of the Catholic Church thrown in, this points to a relatively conservative society, albeit an aspirational one and from observation, visibly conformative to the system of habitus as the structuring structure of contemporary Polish social life.

 Spatially, this value system has been made manifest throughout Warsaw.  Speculative office and residential development as well as a reduction in publicly funded communal housing illustrate the move from the public (socialist) to privatisation (capitalist) - however, as with 

much neo-liberal development, this benefits only 

those who can afford it and a significant 

proportion of Warsaw’s poor and low-earners are 

being increasingly marginalised.  In Ursus, the 

proliferation of large single family homes with 

ubiquitous security (walls, dogs, cameras, 

patrolling security vans) juxtaposed with 

post-war communal housing blocks clearly 

demarcate the ‘haves’ from the ‘have-nots’.  Private territories are fiercly defended, and there is a sense that this gated lifestyle is a desirable one rather than a necessary one. (for example, against crime)  The street, once a social and 

communal territory, is diminished, now bounded by walls, electronic gates and barking dogs. Because of the heavy reliance on the car, there is little co-presencing in these neighbourhood streets enhancing the perception that one does not 

belong, that one is out of place. 

 However, this discussion isn’t necessarily 

about the nature of this habitus (whether it is 

one that has been imposed, inherited, 

purchased or chosen), rather what is being 

explored is that despite geographic proximity, 

political affiliation, or national compatriotism, 

through enactment of wildly differing habitus, 

made possible through acquisition of the 

various capitals, these neighbouring Ursus’ 

communities may as well be worlds apart.  The 

tendancy of one neighbourhood to rely on the 

car as the primary mode of transport as 

opposed to the other which might get around 

on foot or public transport means that these communities are unlikely to mix.  
 

 This, as well as the spatial barriers within the district, are the key social and contextual issues in Ursus.  Dovey, referrering to Deleuze and Guattari’s concept of striated and smooth space, states: “Striated space is where identities and spatial practices have become 

stabilised in strictly bounded territories with 

choreographed spatial practices and socially 

controlled identities. Smooth space is 

identified with new movement and instability 

through which stable territories are erased and 

new identities and spatial practices become 

possible.”  The territorial nature of Ursus’ 

character areas seems to correspond with the 

notion of striated space, with the danger being 

that this will further diminish any residual 

sense of community, as well as the quality of 

streets and public spaces.

 Exploration of the habitus and performativity 

as a way of theoretically understanding the 

structuring structure of contemporary social 

life provides a basis for an agenda which seeks 

not to socially engineer an alternative habitus 

but rather to simply identify, highlight and 

celebrate that there is difference and diversity.  

The proposition is a bridging space - a ‘smooth 

space’ - one that facilitates exchange, 

movement, de-territorialisation and brings 

together, spatially and socially, diverse 

communities to a performative common 

ground. How this space is ultimately used 

(socially) remains in the realm of the space of 

possibility. 

 

Strategies + Tactics

The initial approach to this project was affiliated with a Lefebvrian understanding of space as socially produced and lived across a multitude of spatial and temporal scales. Contextual analysis connected local issues with district scale needs (eg. entrepreneurial space requirements) as well as global/supra-state agendas 

(eg. EU waste, energy and water quality regulations). The urban strategy (URS.U.S Urban Synthesis) proposed a programme of layered meanwhile uses - buffering immediate socio-spatial benefits through a system of tactical hacks with a long term strategic view to how these hacks might work towards a local 

socio-economic alongside a global, environmental benefit.

 

 

Within much of Lefebvre’s work, concepts of space, state and territory are inextricably   

 

 

 

intertwined - each is related to the other - and implies the other.  However, while the state and capital try to order 

and rationalise 
space into 

manageable 
territories, at 

the same time, 

diverse social forces 
undermine 

these strategies and 

simultaneously 

produce spaces 
of social and cultural 

relations. This 

brings to mind 
de Certeau’s 

‘strategies and 
tactics’ as a 

conceptualisation of power relations - whereby, a strategy is the 

calculation of power relations by a subject with a panoptic view of 

things, while a tactic is the act of the weak who does not have this view of  

 

the whole in order to plan general strategies, thus is 

limited to 
isolated and 

fragmented actions.  

Strategy: Nodes and 

Bridges

 

The 
performative 

assemblage aims to 

explore this dialogue 

of scaled tactics and 

strategies through a 

heavily layered 

programme which is 

at once both local and 

global, which 

integrates production 

and consumption and 

through decentralising 

the programme, 

bridges Ursus’ distinct 

character areas.  

Analysis of historic 

development and 

present day land-use 

reveal sites of 

opportunity.  At a 

strategic level, these are identified as social nodes and programmatically put aside for service use (eg. public, cultural, educational, religious, health) however without determination thus allowing for changing needs as  
 

 

 

 

Ursus’ population grows and evolves.(fig. 12)  While leftover spaces are also left undetermined, in order for the strategic sites to be viable a 

residential population is required 

thus these inbetween spaces are 

earmarked as primarily residential. 

This strategy aims to put in place a 

situated, evolving framework that 

can adapt around needs, rather than a rigid, essentialist masterplan.  Inbetween spaces are initially inhabited by meanwhile uses (temporary living, farming,  
 

 

working) with a medium to long term view 

towards self 
build housing, 
self build 

workspaces as 

required. The 
proposition 
rejects 

speculative 
building for 

profits sake, 
supporting 

instead a more 

participative, 
inclusive and 

engaging process 

of building 
Ursus. 

 
There are an emerging number of precedents for this type of   

 

 

 

 

approach. At the neighbourhood scale is a housing project for 100 families in Chile called Quinta Monroy by Elemental (Alejandro Aravena) which puts in place an unfinished housing framwork intended for completion by the occupying families who could appropriate and 

adapt the structure to their changing needs. The result is a rich bricolage that is 

representative of the values of the occupants but is unified through its more strategic 

framing and composition. At the city scale, is Almere in the Netherlands - currently under 

construction is Almere Poort whereby the city authorities have put in place infrastructure 

(roads, electricity, lights, sewage etc) and put in place design guidelines which limit 

building envelopes - then, they sell a plot to an individual who is completely free to build 

whatever they wish within that building envelope. The result is a very Dutch aesthetic 

which mixes quirkyness with conservative traditionalism. The city aims to expand the self 

build machine with MVRDV’s masterplan for Almere Oosterwold which they have 

termed DIY Urbanism - again, the idea is to implement an infrastructural framework and 

faciliate an evolving appropriation by end-users.

 

Tactics: Hacking  into Synergies

 
Programmatically, the proposal stems from a traditional producing theatre schedule (which typically includes material and artistic production, as well as the delivery of performances to audiences), building in additional community 

functions relating to food (landscape) and 

education. However, by zooming out to 

the entire district (and potentially to the 

city), key institutions and actors are 

identified for potential synergies with the 

proposal.  Rather than duplicating and 

competing with what is already there, the 

proposition instead hacks into existing 

infrastructures/institutions/flows. This 

hacking occurs on many levels - the use 

of an existing building, the restoration of 

abandoned transport 

infrastructure (rail), 

community food 

production, existing 

production facilities 

(eg. furniture, paint, 

cosmetics), spaces 

of potential audiences/participants (schools, libraries, retail centres) as well as left-over/abandoned/inbetween spaces that have been identified for their nodal and convergent potential.  As well as material synergies which feed into the process of the 

proposal, the programme feeds into existing socio-economic synergies throughout the district. On top of these, somewhat intangible flows, there is a more tangible and material bridging.  Elements of existing structure and cladding are 

dis-assembled and re-assembled in these nodes.  These are the ambassadors.  Their programme and purpose is to decentralise, to landmark, to remind - a hand extended in invitation for productive participation, interrupting, appropriating, 

de-territorialising... 

and centering.
 

The objective of 

the ambassadors 

links back to 
Lefebvre’s 

multi-scalar and historicised concept of space as a social construct of infinite relatedensss.   
 

 

 

 

 

 

 

 

 

 

Each ambassador enacts (performs) different aspects of the programme (production (theatre/food), consumption, marketing, education, play...), extending (scaling) the more densely layered programme that takes place on site.  Their ‘pop-up’ nature (ie. they may be visualised as fields, or bridges but there is not a literal, physical connection) can be likened to Deleuze and Guattari’s concept of 

rhizomatic systems - a horizontal 

network which by its very 

horizontality is more resilient than 

a tree-like vertical organisation.  A 

rhizome “has neither beginning nor 

end, but always a middle (milieu) 

from which it grows and which it 

overspills. It constitutes linear 

multiplicities...” - multiplicities 

which are defined by relatedness to the outside and by their agency (‘lines of flight’) - with the potential to maintain an infinite number of relations and connections.  If one link is broken, another route can be found.  

 
The rhizome is a tactic, a maneuver, an appropriation, a hack 

- not always visible, but as a process, or a system of 

relations, potentially mappable.  As Corner states, “.. 

projecting new urban and regional futures must derives less 

from a utopia of form and more from a                           

 utopia of process - how things work, interact and inter-relate in space and time. Thus, the emphasis shifts from static object-space to the space-time of relational systems”  What the performative assemblages does, through the process of mapping, is to try to find patterns or logics within the relational systems and use these as a contextual basis for intervention.

 
James Corner, as one of the key proponents of the landscape urbanism manifesto, explores the concept of landscape as a scenic or performative field. “Landskip (landscape as contrivance, primarily visual and sometimes also iconic or significant) and landschaft  

 

 

 

 

 

 

 

 

(landscape as an occupied milieu, the effects and significance of which accrue through tactility, use, and engagement over time) ... we 

might say that gardens are defined less by formal appearances that through the activities of gardening, just as agricultural fields derive their form from the logistics of farming, and cities from the flows, processes and forces of urbanisation. In the working landschaft, 
 

 

 

 

 

 

 

 

 performance and event assumes conceptual precedence over appearance and sign”   In much the same way, the strategies proposed in URS.U.S. 

Urban Synthesis placed focus on a layering of 

events, appropriating residual space in order to 

perform a combination of social, economic, 

ecological and spatial programmes.  This 

approach to landscape as a performative, 

multiplicitious milieu engages with the embed-

dedness of cultural, social, political and 

economic systems within natural systems.  

Programmatic indeterminacy and layering 

seems almost an inevitable outcome from this 

approach - although, this ‘inevitability’, in a 

contradictory way, facilitates uncertainty, 

instability and possibility. 

 In the urban strategy that underpins the building proposition, the Arts as a Catalyst is one of these layers, however rather than the typical excessive, elitist arts-based regeneration which has seen the transformation of post-industrial sites into speculative high-end residential and mixed use ‘quarters’, in Ursus, the arts are proposed as, initially, a layer over the existing infrastructural and productive processes on site.  Performative Assemblages aims   

 

 

 

 

to push this a little further, building on from the discussion of habitus and performativity, through the integration  
 

 

 

of an indeterminate building/masterplan programme within a wider urban landscape programme comprising event, 

infill, centering 

and bridging. 

The combina-
tion of strategic 

programming 

and tactical 
appropriation 

aims to destabilise 
traditional 

concepts of 

territories/zoning and invite participation.  The use of an existing historic building 

as the centering 

point of these ambassadorial components creates an intensity of activity and social encounter.   
 

 

 

 

 

 

 

The choice of site close to the train station (already an active place) is a deliberate one and intended to 
 

 

 

 

 

 strengthen the performance of this neighbourhood as the geographic, social, economic and symbolic centre of Ursus.

 
The programme is an intensive, and extensive layering of productive and consumptive activities. Primary production processes relate to the production of theatre (sets, props,  

 

 

 

costume etc) which are resourced throughout the district, gathered, and assembled on site. This overlaps secondary production processes relating to energy (eg. food), waste and water within which a circular economy creates a symbiotic flow of resources and energy.  A further layer within the programme involves both on- and off-site consumption of produce (theatre, food, water).  And, integrated within all of this - inhabitation -  

 

 

 

 a mix of permanent and temporary residential use, as well as guest accommodation and complementary enterprise units. 

Performative Landscape

 
Underpinning the 

theatrical and material flows and 

processes is a landscape strategy 

that aims to instigate a field of 

performative commons - spaces 

of exchange, creativity and 

cultivation. Shane refers to 

Charles Waldheim’s view of 

landscape urbanism “as an 

interstitial discipline, operating in the spaces between buildings, infrastructural systems and natural ecologies” - in other words, a binding agent - acting to  
 

 

 

unify disparate environments and communities.  Ursus has many void spaces - remenants of its morphological restructuring in the latter years of communism, victims of recent speculative purchases and subsequent demolition (Celtic) as well as inbetween, leftover, forgotten spaces that have simply  
 

 

 

not yet been developed - remenants of pre-war agrarian Ursus.  

Ignoring the potentially contentious issue of land ownerships and permissions, a wider landscape strategy proposes a programme ranging from short-term appropropriation (gardens, allotments, play-space) as well as ‘let’s 

see what happens’ interventions that envisage a programme of wildernessing - afforestation, wild-life, biodiversity that might naturally correct some of the damage done to the surface in the past 80 years, whilst providing 

some much needed leisure and 

play-space.  Long term proposi-

tions view larger tracts of land 

as supporting sustainable energy, 

waste and water systems in the 

district, in parrallel with the 

significant proporition of land in 

the district currently involved in 

food production.

 
At the site scale, and 

stemming from the allotments 

and bioremediation propositions 

within the URS.U.S. Urban 

Synthesis Strategy, the land 

adjacent to the primary site is examined further for its potential to act as more than simply a place for growing food or healing the ground. Whilst these are productive  and  

 

 

performative processes within themselves, the proposition considers a way of integrating these external performances with the internal and social performances taking place internally.  

And, like the 
agenda 

of the ambassadorial programme - a centering extension - this is a contradictory, uncertain and unstable landscape of exchange and movement, growing and extracting, destroying and healing, past and present - give and take.  Acts of building and extracting, underpinned by an overlaying of past and present (neighbourhood grids) create small nodes (opportunities) with inbetween spaces appropriated (hacked) for productive and  
 

 

social use.  The proposition is, in effect, a scaled down version of the masterplan scale strategies and tactics - putting in place a framework,  
 

 

 

 

 

inviting participation and then - see what happens.

 

“We are now in the intra-assemblage.  Its organisation is very rich and complex.  It includes not only the territorial assemblage but also assembled, territorialised functions.” 

Deleuze and Guattari, 1987:356

 This discussion has explored concepts of social space as a 

constructed milieu of relationships, histories, and desires lived within expanding and contracting                          territories of scaled space and time.  This space of relations is often a 

product of habitus - a structuring structure which acts to territorialise, and 

mark boundaries but without delimiting aspiration.  The building 

proposition is a strategic assemblage of synergies which aims to create potential sites for tactical deterritoralisationn - a rhizomatic assemblage layering scaled programmes of production and consumption - integrated into and interupting the everyday.  It is the concept of assemblages which theoretically and metaphorically aims to create a 

synthesis of sorts between the various theoretical discussions thus far.

 
At this point of commencing a discussion on 

assemblages, it is important to reiterate that this 

project is not proposed as a synthesis - rather the 

use of the word ‘synthesis’ refers both to the 

concept of assemblage in general but more so to 

bringing these ideas together - a sort of concluding 

summary.  If we consider Lefebvre’s construction 

of space as a continual process of the conceived, 

perceived and experienced, or in other words - a process of being-becoming, then it is impossible to ever gain a totality of comprehension.  In The Right to the City, Lefebvre states, “Descriptions, analysis and                                   attempts at synthesis can never be passed off 

as being exhaustive or definitive.”  Furthering 

this discussion in The Production of Space, he 

proposes a unitary theory as a 

conceptualisation that “in no way aspires to 

the status of a completed ‘totality’, and 

even less to that of a ‘system’ or 

‘synthesis’.”  This concept of 

incompleteness resonates with the 

underlying message in Stuart Brand’s ‘How buildings learn’ which argued for the recognition that an architectural project is never complete. It is always under construction - even through its decay 

and deconstruction - it is never static, 

never fixed, never complete.

 

Manuel DeLanda has taken Deleuze and Guattari’s introduction to the concept of 

assemblages in A Thousand Plateaus and moulded it into a more rounded theory of 

social complexity.   Just as Lefebvre’s theory of nested scales attempts to 

avoid reductionism through understanding an unlimited space of relatedness 

across scales and time, assemblage theory rejects the essentialist Hegelian 

notion of relations of interiority, - of parts and wholes whereby component 

parts are constituted by their relations to other parts within the whole.  

Assemblage Theory aligns itself to a theory of wholes characterised by relations of exteriority which allows for an infinite                                 number of assemblages, across scales, across time and can be at once both 

material and expressive.  
Assemblages may have varying 

levels of durability and longevity 

(eg. nation states, institutions, 

family, eco-system) or may be 

fleeting and ephemeral (eg. a conversation, a flavour, a smell, a theatrical performance).  Component parts 

have agency (unlike actors in Latour’s Actor Network Theory) 

and may act to stabilise (territorialise) or de-stabilise the 

assemblage through processes of 

deterritorialisation (eg. aspiration, evolution, 

revolution).  Components may then be recombined, 

aggregated, mixed into new assemblages through 

processes of reterritorialisation.  Components may 

be members of an infinite number of assemblages 

that exist across scales and time.  The theory considers assemblages as co-evolutionary and places focus on the historic and contingent processes that produce them. 

 The work of artist, Kurt Schwitters has explored 

the notion of assemblage through his theory and 

practice of Merz - a process of collecting and using everyday materials in collages, assemblages, sculptures and installations.  For example, in “Picture of Spatial Growths - Picture with Two Small Dogs’ (fig. 17), the assemblage of discarded 

rubbish and printed ephemera was begun in Germany in 1920.  In 1937, 

having fled Nazi Germany, he added layers of 

Norwegian material: theatre tickets, scraps of lace, 

a box with two china dogs etc.  This layering 

reflects the story of the artist’s journey into exile.  

Component parts were evaluated equally leading to 

non-hierarchical relationships between diverse 

ingredients such as 

rubbish, wood, tin, paint, paper and so on.  However, while his choice and proportionate use of materials might have been unbiased, his preference for an 

ordered and geometrical composition, and particular typographic phrases reveals an agency underlying the resultant arrangment of his Merz assemblages and collages.  As with the earlier discussion of 

Delaunay and Boccioni, Schwitters work is fascinating in its capture of a simultaneous and layered process - a being-becoming - but, again it is limited in its capacity for the possible (other than the 

variable reading of the work by beholders).  In an architectural 

assemblage, there is a much more complex and uncertain set of 

relations that participate in the being-becoming - the nature of which 

cannot be foreseen - only understood as possible, and facilitated.

 
In this project, the approach has been, through mapping, to try 

and understand the agency, fields, forces and influences that are 

component parts of Ursus - co-evolutionary components that have 

contributed to the assemblages that are in a constant state of 

being-becoming today.  This analysis is by no means conclusive 

however it has enabled a spatial agency that aims to make tangible the contributory social and spatial morphology.  The process of overlaying Ursus’ past, present, proposed and appropriated street patterns has                                           revealed an assemblage of overlaid grids which, with the objective of 

softening the domination of the factory grid, revealed potential nodes and opportunities.  Programmatically, the building proposition literally assembles theatre components - gathered and resourced both on- and off-site.                 
The building itself is an assemblage - a hotch-potch of structures and styles, 

a narrative of industrial history and process - a story of multiple reterritorialisations to meet changing needs.  The performative aspect of all of these assemblages - producing, consuming, healing, cultivating, exchanging, 
 

 bridging, centering, extending, grounding - is the essence of this project - 

Performative Assemblages.

performative _ pərˈfôrmətiv
adj 
Linguistics & Philosophy

: relating to or denoting an utterance by means of which the speaker    
performs a particular act

as·sem·blage _ ə-ˈsem-blij
noun

 :  a collection of persons or things : gathering
 :  the act of assembling : the state of being assembled
 :  an artistic composition made from scraps, junk, and odds and ends
 :  the art of making assemblages

Performative Assemblages is a proposal that aims to blur the boundaries between industrial 
(production) and residential (consumption) use through scaled, layered and indeterminate 
programmes that allow for simultaneous and multiplicitous spaces of social and ecological 
performativity.

The project takes Henri Lefebvre’s Nested Scale theory as a basis for a methodology that works across 
scales, across time and across programmes.  This theory of nested scales conceptualises space, and 
its varying degrees of private and public (local/global, rural/urban), as infinitely related - these scales are 
defined and implied by their relatedness to others - and because of their infinite nature, there can be no 
totalisation, no synthesis, no completeness. This approach has led to a proposal that is multi-scaled, 
layered, indeterminate and purposfully ambiguous.  The project is strategic in its approach 
to the various layers within the programme - proposing a framework that facilitates tactical maneuvers, 
tweaks, hacks, infilling, appropriation. 

Performative Assemblages is a collage, a bricolage - a coming together of diverse components - 
actors, agents, materials, forces - a multiplicity of assemblages, of varying scales, longevity, 
power and intent that reterritorialise simultaneously  - continually creating new assemblages - 
and it is this act of creating, making, producing, healing, salvaging, bridging, grounding, living, 
working, playing, cultivating that is the performative aspect of the proposal.  But, performativity is 
not only about the result of these actions - the performance, the outcome, the product.  It is also about the 
act of performing these actions - the stylised enactment of identity - the potential outcome of which is a 
strengthening and a centering - a continual redefining of communal identity - an identity that might allow 
for participation, difference and possiblity.

performative _ pərˈfôrmətiv
adj 
Linguistics & Philosophy
: relating to or denoting an utterance by means of which the speaker    
performs a particular act

as·sem·blage _ ə-ˈsem-blij
noun
 :  a collection of persons or things : gathering
 :  the act of assembling : the state of being assembled
 :  an artistic composition made from scraps, junk, and odds and ends
 :  the art of making assemblages
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This 

discussion is the culmination of an enquiry over the past two years which has looked at metabolic systems within nature as precedents for developing a resilient approach to urbanism and architecture. The metabolic approach considers the relationships between actors as symbiotic 

and circular, such as the symbiosis between fish and plants in an closed aquaponics system, however unlike a closed system, the relatedness of actors and forces that occupy the world is not closed - in fact, it contracts and expands as actors move between territories and cultivate 

new relationships.

 This growing understanding of space as 

histories of inter-relatedness across scales has 

led to an enquiry which encounters the writings 

of Henri Lefebvre, Deleuze and Guattari, 

Doreen Massey, James Corner, Kim Dovey, 

Michel de Certeau, Pierre Bourdieu, Manuel 

DeLanda, Bruno Latour (to name but a few) as 

well as the agendas of Cradle to Cradle, Spatial 

Agency and Landscape Urbanism.  From 

initial context analysis, my understanding of 

space as layered, scaled and inter-related has 

been critical in supporting the development of 

an architectural proposal that allows for social, 

spatial and temporal multiplicity and 

simultaneity.

 This accumulation of theory and practice 

is tested in the development of a strategic 

approach to architecture and urbanism. This 

project aims to offer a programme that is 

layered, scaled and indeterminate. One that 

bridges past, present and possible, bringing together disparate communities and identities in a space that through the contradictory act of extension, creates a centre. This discussion brings together the wide range of 

theoretical positions that have informed the development of this proposition.

Relational Space: Multiplicity and 

Simultaneity

 Conceptualising space as multi-layered, 

historic and related inevitably leads to 

questions of scale and territory.  

Relationships between social, economic, 

political and environmental actors and forces 

occur across an infinite number of scales 

(spatial and temporal) and thus the classic 

dichotomies of local/global, urban/rural, 

public/private and so on is overly simplified 

and dangerously reductive. Doreen Massey, 

recognising this, asks: “whether, in a 

relational and globalised spatiality, 

‘groundedness’, and the search for a situated ethics, must remain tied to notions of the local.  If 

places pose, in highly variable form, the question of our living together in the sense of juxtaposition 

(throwntogetherness), there is also the question of the negotiation of those, equally varied, wider 

relations within which they are constituted.” 

 Henri Lefebvre, throughout his work, has 

explored the notion of inbetween-ness and 

posited a theory of nested scales - (private, 

mixed, global) or local, intermediate and 

global - whereby each scale is related to the 

others, and that all space is a simultaneity of 

temporal narratives which act to superimpose 

multiplicities of both spatial and temporal 

events.  This simple theory has underpinned 

an analytic approach to understandling space whereby the agenda is to avoid reductionism.  Of course, it would be 

impossible for this approach to enable an analysis that includes everything that is and was, and could be - however, 

merely recognising that there are unseen factors and allowing for these is a start - a way towards an 

architecture of multiplicity, 

simultaneity and possibility. 

 In fine art practices, concepts of 

simultaneity, and spatial and temporal 

dimensions have been explored, in 

particular, by cubists, surrealists, futurists.  

Robert Delauney (1885-1941), in his 

windows series explored how the process 

of seeing itself could be recorded.  In 

1912, he wrote: “Without visual 

perception there is no light, no 

movement.... This movement is provided 

by relationships of uneven measures, by 

color contrasts, which constitute Reality.”  

Colour, perceived through light which 

Delauney sees as dynamic, structuring, rhythmic and simultaneous, is the major focus of his work in the 20th Century.  This insight into a world of fluctuating, invisible yet structuring forces can also be seen in the work of the Italian futurist, Umberto Boccioni (1882 - 1916) who became the driving force in developing and publishing the agenda and manifesto of the futurist movement.  
 

 In 1914, he wrote, “While the impressionists make a table to give one particular moment and subordinate the life of the table to its resemblance to this moment, we synthesize 

every moment (time, place, form, color-tone) and thus build the table.”  Boccioni recognised that everything, even  
 

 
 

 
inanimate objects, were in a process of being-becoming - a  

  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
co-evolutionary process of perception, projections and  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 

experiences. 

 
It is significant that these art movements evolved in the early twentieth century when modernism, and the accompaniment technology that a quickening pace of life embraced, led to a more dynamic   

 
 

 
 

 
 

 
 

 
 

 
experience of life.  Both artists demanded that the tradition of depicting static objects be abandoned for an exploration  

 
 

 
of movement, rhythm, flux and simultaneity.  Boccioni 

coined the 

phrase “physical 

transcendentalism” as a way of 

explaining his approach - one that 

certainly attempted to find new ways of 

representation that reflected the modern 

world.

 However, representation in itself is 

static and merely visualises the dynamic 

forces in place up to and at that point.  

The challenge for architecture, as an 

art-form which by its very nature and 

scale is experienced through inhabitation, is to allow for the possible and the unforeseen.  The practice of architecture and urbanism is at its most successful when it draws from the past and the present, 

but still facilitates the possible.  Stuart Brand cites Winston Churchill’s observation of the process of building and inhabiting, “We shape our buildings, and afterwards our buildings shape us” - a 

sentiment furthered by both Martin Heidegger and Henri Lefebvre - the former in his discussion of dwelling and the domus, the latter in his theory of the spatial triad which conceptualises space as a 

social construct - a reality that is continuously under construction through the participative acts of 

perception, conception and experience. 

 If space is to be understood as 

under continuous construction, it is 

logical to then look at the relationships 

that underpin this construct. Lefebvre 

offers a way of reading and imagining 

space, and the relations within: 

 (i) by abstracting elements of space and society, within a particular scale, and allowing subjects, objects, relationships, activities, agendas to be differentiated; 

 (ii) through this abstraction, relationships across different dimensions and scales can be read and conceived; 

 (iii) through its core tenet of infinite relatedness, it prevents a totalisation of these abstractions - thus, the understanding of space and subsequent conceptions can never be presented or imagined as complete. 

As a basis for a methodology, Lefebvre’s concept of nested scales has the potential to transcend traditional concepts of territory, and to highlight the relatedness of different actors and interdependencies, thus reducing the likelihood of 

fragmentation and exclusion.  More importantly, it builds in open-endedness - a capacity and allowance for a multitude of possibilities - and even more importantly, understands its limitations.

 In his book, Design with Nature, Ian McHarg proposed a methodology of mapping the intricate relationships that constitute a space by extracting physical, social, economic, historical, political, cultural, ecological ‘inventories’ (fig. 5) in order to build a composite picture of values (constraints) which would 

enable a development proposition that was sensitive to the existing, contextual situation.  McHarg’s ‘relative system’ has been hugely influential in design and planning as a rational and visual means of extracting complex socio-economic, physical and ecological data from spatial realities and has played a large role 

in advancing the notion of the urban 

environment as an ecology - as a field 

of dynamic relationships, however it 

has also been criticised for it’s 

“ecological and methodological 

fundamentalism” in that it continues to 

polarise the urban against nature and 

assumes that the parameters resulting 

from the methodology is the correct 

answer without need or room for any 

creative, or aesthetic manipulation. 

 More recently, the emerging 

agenda of landscape urbanism 

considers the urban surface as a unitary field (ie. a ground-plane which includes buildings, roads, open space, habitats etc) that supplants architecture as the ordering mechanism of urbanism.  Territories are porous, and the urban surface is read as a multiplicity of indeterminate relations.  This practice takes forward McHarg’s  
 

 
 thesis however rejects his polarisation of nature and city, proposing 

instead a more integrated and hybridised approach.  This integration of the social, the urban and the natural can be observed in Bernard Tschumi’s Parc de la Villette where a grid of red follies prioritise event and program over stylistic concern .  This ‘point-grid’ distributed “a non-finite number of elements in a space” where   
 

each folie could relate to other folies on the grid (a permeability), as much as it 

could be divisible and relate to its own 

parts.  This layering of axes, points and 

surfaces was intended as a scaled 

multiplicity of relations and events - not 

as a territorialised park in the city, but 

rather as an extension of the cultural 

events and dynamics of the city in the 

park.  

 In Ursus, this approach has been applied through an extended or exploded programme which aims to integrate spaces of production and consumption, through the identification of potential synergies that could highlight relationships and exploit existing material, energy and socio-economic flows.  The 

act of extending is an intangible and immaterial bridging element but also a means of inviting participation in the production of not only elements of theatre, but in the ongoing construction of Ursus’ identity.  In a 

contradictory way, through decentralising the programme and sharing its elements throughout the district, the effect is a centering - a convergence - an assemblage.  This assemblage is not intended to dilute and homogenise the varying constituent identities and components, 

but rather, through gathering and celebrating the diversity of Ursus, create a stronger centre. 

The scaled programme, which finds its zone of intensity in the building proposal, draws inspiration from the indeterminate nature of the programming at Parc de la Villette. Performative Assemblages is a project that is strategic in nature - with clear ambitions of social 

inclusivity and participation - ambitions which by their very nature cannot be designed. The programme is merely a framework - one that taps into the richness of the context and invities opportunities for appropriation and chance. 

Habitus and Performativity

 Pierre Bourdieu has 

conceptualised a theory of identity and 

belonging that prioritises the 

production of identity, reflected by 

lifestyle, as the systematic product of 

habitus which he defines as - “not only 

a structuring structure, which organises 

practices and the perception of 

practices, but also a structured 

structure”  The system of habitus is 

territorialising and stablising - 

enforcing conformity to accepted 

cultural norms which establishes perception of identity and belonging both for subject and onlooker.  Possesion of levels of the various forms 

of symbolic capital (social, economic and cultural) endows the subject 

with status and membership of a certain class of society.  Dovey describes the habitus as a way of knowing the world, a way of understanding social practice and a way of knowing your place in that world - it is “both the condition for the possibility of social practice and the site of its 

reproduction.”  However, habitus is not destiny - just as one can acquire additional capital, so can habitus be changed - upgraded, if one likes.  Bourdieu states: “the habitus, as the Latin indicates, is something non natural, a set of acquired characteristics which are the product of 

social conditions and which, for that reason, may be totally or partially common to people who have been the product of similar social conditions...[however]... it m
ay be changed by history, that is by new experiences, education or training.” 

 In a recent study conducted by the BBC and based on Bourdieu’s theory of habitus, the ‘Great British Class Survey’ (fig. 7) identified seven distinct social groups in the twenty-first century as opposed to the traditional three (upper, middle, working). This ‘reclassifcation’ considered the combination of the different capitals (social, economic and cultural) but recognised varying levels of perceived class and taste such as emerging cultures (gigs, 

gaming, indie) alongside established 

‘highbrow’ culture (jazz, theatre, 

opera), ‘new’ affluence as well as 

inherited wealth and widening social 

circles.  Technology and greater social mobility has enabled aspirational lifestyles that are within reach and this is reflected 

within our identity formation, and associated consumption activities.

 
Whilst the habitus can be considered 

as the structuring system of society, 

the concept of performativity could 

be considered as the embodied 

practice of habitus.  Judith Butler 

conceives of the production of 

identity as a performance - “a 

stylised repetition of acts” and 

borrows the term,   
 

 performativity, expanding it 

from the dictionary definition of 

expressive speech acts to a more 

generalised 

and 

embodied 

expression - speech, 

gestures, 

movements, acts - that 

communicate a 

cultural identity.  Performativity considers 

everyday practices 

as manifestations of “the culturally-scripted character of 

identity, which is 

generated by power through repeated norms and   
 

their transgression.”  However, in discussing Butler’s work, Appadurai suggests that performativity is not simply a reiterated presence but also a projected aspirationary performance, 
 

 
 

 
 

 
 

 
 

 “... it goes back to the idea of the projected, that is, to say 

these things are not 

only ideologies, not only histories that   
 

people automatically propel and enact, but are things that are more visions, utopias and otherwise.”

  
To add further complexity to this   

 
 

discussion, it is worth including Leibniz’s theory of monadology which considers the construction of reality through a virtual system of the individual (the monad) which perceives and reflects that   
 

 
 

 
 

 
 

 
 

 
 

which is external to it.  
 

 
  

 

  
 

  

 
The monadology could be conceived as “something like a hologram which is 

reputed to contain 

the whole image within each fragment” - a virtuality that represents reality through 

perceptions and 

projections.  In other words, identity, as theorised by Butler and Bourdieu, and through the lens of Leibniz’s 

monadology, is a construct and a projection of ourselves and society in space and time - a projection 

which, through signs and symbols, reflects and simultaneously constructs the 

aspirations and expectations of both individual and society.

 Poland has witnessed dramatic changes to its social, 

economic and political life in the past 30 years. 

After the fall of communism, the 

country was thrust 
into 

the free market with a dizzying array of freedom of choice for all. Its supply of ready, cheap labour, and central location made it a viable manufacturing base in Europe and rather 

rapidly, Poland began to westernise, commodify and consume.  Accession to EU membership in 2003 sealed Poland’s enthusiastic embrace of neo-liberal capitalism and subsequently heralded in a period of conspicuous consumption - understandable given the history of 

oppression and restriction.  Politicallly, 

the majority of Poles identify 

themselves as right-wing and with the 

strong influence of the Catholic Church thrown in, this points to a relatively conservative society, albeit an aspirational one and from observation, visibly conformative to the system of habitus as the structuring structure of contemporary Polish social life.

 Spatially, this value system has been made manifest throughout Warsaw.  Speculative office and residential development as well as a reduction in publicly funded communal housing illustrate the move from the public (socialist) to privatisation (capitalist) - however, as with 

much neo-liberal development, this benefits only 

those who can afford it and a significant 

proportion of Warsaw’s poor and low-earners are 

being increasingly marginalised.  In Ursus, the 

proliferation of large single family homes with 

ubiquitous security (walls, dogs, cameras, 

patrolling security vans) juxtaposed with 

post-war communal housing blocks clearly 

demarcate the ‘haves’ from the ‘have-nots’.  Private territories are fiercly defended, and there is a sense that this gated lifestyle is a desirable one rather than a necessary one. (for example, against crime)  The street, once a social and 

communal territory, is diminished, now bounded by walls, electronic gates and barking dogs. Because of the heavy reliance on the car, there is little co-presencing in these neighbourhood streets enhancing the perception that one does not 

belong, that one is out of place. 

 However, this discussion isn’t necessarily 

about the nature of this habitus (whether it is 

one that has been imposed, inherited, 

purchased or chosen), rather what is being 

explored is that despite geographic proximity, 

political affiliation, or national compatriotism, 

through enactment of wildly differing habitus, 

made possible through acquisition of the 

various capitals, these neighbouring Ursus’ 

communities may as well be worlds apart.  The 

tendancy of one neighbourhood to rely on the 

car as the primary mode of transport as 

opposed to the other which might get around 

on foot or public transport means that these communities are unlikely to mix.  
 

 This, as well as the spatial barriers within the district, are the key social and contextual issues in Ursus.  Dovey, referrering to Deleuze and Guattari’s concept of striated and smooth space, states: “Striated space is where identities and spatial practices have become 

stabilised in strictly bounded territories with 

choreographed spatial practices and socially 

controlled identities. Smooth space is 

identified with new movement and instability 

through which stable territories are erased and 

new identities and spatial practices become 

possible.”  The territorial nature of Ursus’ 

character areas seems to correspond with the 

notion of striated space, with the danger being 

that this will further diminish any residual 

sense of community, as well as the quality of 

streets and public spaces.

 Exploration of the habitus and performativity 

as a way of theoretically understanding the 

structuring structure of contemporary social 

life provides a basis for an agenda which seeks 

not to socially engineer an alternative habitus 

but rather to simply identify, highlight and 

celebrate that there is difference and diversity.  

The proposition is a bridging space - a ‘smooth 

space’ - one that facilitates exchange, 

movement, de-territorialisation and brings 

together, spatially and socially, diverse 

communities to a performative common 

ground. How this space is ultimately used 

(socially) remains in the realm of the space of 

possibility. 

 

Strategies + Tactics

The initial approach to this project was affiliated with a Lefebvrian understanding of space as socially produced and lived across a multitude of spatial and temporal scales. Contextual analysis connected local issues with district scale needs (eg. entrepreneurial space requirements) as well as global/supra-state agendas 

(eg. EU waste, energy and water quality regulations). The urban strategy (URS.U.S Urban Synthesis) proposed a programme of layered meanwhile uses - buffering immediate socio-spatial benefits through a system of tactical hacks with a long term strategic view to how these hacks might work towards a local 

socio-economic alongside a global, environmental benefit.

 

 

Within much of Lefebvre’s work, concepts of space, state and territory are inextricably   

 

 

 

intertwined - each is related to the other - and implies the other.  However, while the state and capital try to order 

and rationalise 
space into 

manageable 
territories, at 

the same time, 

diverse social forces 
undermine 

these strategies and 

simultaneously 

produce spaces 
of social and cultural 

relations. This 

brings to mind 
de Certeau’s 

‘strategies and 
tactics’ as a 

conceptualisation of power relations - whereby, a strategy is the 

calculation of power relations by a subject with a panoptic view of 

things, while a tactic is the act of the weak who does not have this view of  

 

the whole in order to plan general strategies, thus is 

limited to 
isolated and 

fragmented actions.  

Strategy: Nodes and 

Bridges

 

The 
performative 

assemblage aims to 

explore this dialogue 

of scaled tactics and 

strategies through a 

heavily layered 

programme which is 

at once both local and 

global, which 

integrates production 

and consumption and 

through decentralising 

the programme, 

bridges Ursus’ distinct 

character areas.  

Analysis of historic 

development and 

present day land-use 

reveal sites of 

opportunity.  At a 

strategic level, these are identified as social nodes and programmatically put aside for service use (eg. public, cultural, educational, religious, health) however without determination thus allowing for changing needs as  
 

 

 

 

Ursus’ population grows and evolves.(fig. 12)  While leftover spaces are also left undetermined, in order for the strategic sites to be viable a 

residential population is required 

thus these inbetween spaces are 

earmarked as primarily residential. 

This strategy aims to put in place a 

situated, evolving framework that 

can adapt around needs, rather than a rigid, essentialist masterplan.  Inbetween spaces are initially inhabited by meanwhile uses (temporary living, farming,  
 

 

working) with a medium to long term view 

towards self 
build housing, 
self build 

workspaces as 

required. The 
proposition 
rejects 

speculative 
building for 

profits sake, 
supporting 

instead a more 

participative, 
inclusive and 

engaging process 

of building 
Ursus. 

 
There are an emerging number of precedents for this type of   

 

 

 

 

approach. At the neighbourhood scale is a housing project for 100 families in Chile called Quinta Monroy by Elemental (Alejandro Aravena) which puts in place an unfinished housing framwork intended for completion by the occupying families who could appropriate and 

adapt the structure to their changing needs. The result is a rich bricolage that is 

representative of the values of the occupants but is unified through its more strategic 

framing and composition. At the city scale, is Almere in the Netherlands - currently under 

construction is Almere Poort whereby the city authorities have put in place infrastructure 

(roads, electricity, lights, sewage etc) and put in place design guidelines which limit 

building envelopes - then, they sell a plot to an individual who is completely free to build 

whatever they wish within that building envelope. The result is a very Dutch aesthetic 

which mixes quirkyness with conservative traditionalism. The city aims to expand the self 

build machine with MVRDV’s masterplan for Almere Oosterwold which they have 

termed DIY Urbanism - again, the idea is to implement an infrastructural framework and 

faciliate an evolving appropriation by end-users.

 

Tactics: Hacking  into Synergies

 
Programmatically, the proposal stems from a traditional producing theatre schedule (which typically includes material and artistic production, as well as the delivery of performances to audiences), building in additional community 

functions relating to food (landscape) and 

education. However, by zooming out to 

the entire district (and potentially to the 

city), key institutions and actors are 

identified for potential synergies with the 

proposal.  Rather than duplicating and 

competing with what is already there, the 

proposition instead hacks into existing 

infrastructures/institutions/flows. This 

hacking occurs on many levels - the use 

of an existing building, the restoration of 

abandoned transport 

infrastructure (rail), 

community food 

production, existing 

production facilities 

(eg. furniture, paint, 

cosmetics), spaces 

of potential audiences/participants (schools, libraries, retail centres) as well as left-over/abandoned/inbetween spaces that have been identified for their nodal and convergent potential.  As well as material synergies which feed into the process of the 

proposal, the programme feeds into existing socio-economic synergies throughout the district. On top of these, somewhat intangible flows, there is a more tangible and material bridging.  Elements of existing structure and cladding are 

dis-assembled and re-assembled in these nodes.  These are the ambassadors.  Their programme and purpose is to decentralise, to landmark, to remind - a hand extended in invitation for productive participation, interrupting, appropriating, 

de-territorialising... 

and centering.
 

The objective of 

the ambassadors 

links back to 
Lefebvre’s 

multi-scalar and historicised concept of space as a social construct of infinite relatedensss.   
 

 

 

 

 

 

 

 

 

 

Each ambassador enacts (performs) different aspects of the programme (production (theatre/food), consumption, marketing, education, play...), extending (scaling) the more densely layered programme that takes place on site.  Their ‘pop-up’ nature (ie. they may be visualised as fields, or bridges but there is not a literal, physical connection) can be likened to Deleuze and Guattari’s concept of 

rhizomatic systems - a horizontal 

network which by its very 

horizontality is more resilient than 

a tree-like vertical organisation.  A 

rhizome “has neither beginning nor 

end, but always a middle (milieu) 

from which it grows and which it 

overspills. It constitutes linear 

multiplicities...” - multiplicities 

which are defined by relatedness to the outside and by their agency (‘lines of flight’) - with the potential to maintain an infinite number of relations and connections.  If one link is broken, another route can be found.  

 
The rhizome is a tactic, a maneuver, an appropriation, a hack 

- not always visible, but as a process, or a system of 

relations, potentially mappable.  As Corner states, “.. 

projecting new urban and regional futures must derives less 

from a utopia of form and more from a                           

 utopia of process - how things work, interact and inter-relate in space and time. Thus, the emphasis shifts from static object-space to the space-time of relational systems”  What the performative assemblages does, through the process of mapping, is to try to find patterns or logics within the relational systems and use these as a contextual basis for intervention.

 
James Corner, as one of the key proponents of the landscape urbanism manifesto, explores the concept of landscape as a scenic or performative field. “Landskip (landscape as contrivance, primarily visual and sometimes also iconic or significant) and landschaft  

 

 

 

 

 

 

 

 

(landscape as an occupied milieu, the effects and significance of which accrue through tactility, use, and engagement over time) ... we 

might say that gardens are defined less by formal appearances that through the activities of gardening, just as agricultural fields derive their form from the logistics of farming, and cities from the flows, processes and forces of urbanisation. In the working landschaft, 
 

 

 

 

 

 

 

 

 performance and event assumes conceptual precedence over appearance and sign”   In much the same way, the strategies proposed in URS.U.S. 

Urban Synthesis placed focus on a layering of 

events, appropriating residual space in order to 

perform a combination of social, economic, 

ecological and spatial programmes.  This 

approach to landscape as a performative, 

multiplicitious milieu engages with the embed-

dedness of cultural, social, political and 

economic systems within natural systems.  

Programmatic indeterminacy and layering 

seems almost an inevitable outcome from this 

approach - although, this ‘inevitability’, in a 

contradictory way, facilitates uncertainty, 

instability and possibility. 

 In the urban strategy that underpins the building proposition, the Arts as a Catalyst is one of these layers, however rather than the typical excessive, elitist arts-based regeneration which has seen the transformation of post-industrial sites into speculative high-end residential and mixed use ‘quarters’, in Ursus, the arts are proposed as, initially, a layer over the existing infrastructural and productive processes on site.  Performative Assemblages aims   

 

 

 

 

to push this a little further, building on from the discussion of habitus and performativity, through the integration  
 

 

 

of an indeterminate building/masterplan programme within a wider urban landscape programme comprising event, 

infill, centering 

and bridging. 

The combina-
tion of strategic 

programming 

and tactical 
appropriation 

aims to destabilise 
traditional 

concepts of 

territories/zoning and invite participation.  The use of an existing historic building 

as the centering 

point of these ambassadorial components creates an intensity of activity and social encounter.   
 

 

 

 

 

 

 

The choice of site close to the train station (already an active place) is a deliberate one and intended to 
 

 

 

 

 

 strengthen the performance of this neighbourhood as the geographic, social, economic and symbolic centre of Ursus.

 
The programme is an intensive, and extensive layering of productive and consumptive activities. Primary production processes relate to the production of theatre (sets, props,  

 

 

 

costume etc) which are resourced throughout the district, gathered, and assembled on site. This overlaps secondary production processes relating to energy (eg. food), waste and water within which a circular economy creates a symbiotic flow of resources and energy.  A further layer within the programme involves both on- and off-site consumption of produce (theatre, food, water).  And, integrated within all of this - inhabitation -  

 

 

 

 a mix of permanent and temporary residential use, as well as guest accommodation and complementary enterprise units. 

Performative Landscape

 
Underpinning the 

theatrical and material flows and 

processes is a landscape strategy 

that aims to instigate a field of 

performative commons - spaces 

of exchange, creativity and 

cultivation. Shane refers to 

Charles Waldheim’s view of 

landscape urbanism “as an 

interstitial discipline, operating in the spaces between buildings, infrastructural systems and natural ecologies” - in other words, a binding agent - acting to  
 

 

 

unify disparate environments and communities.  Ursus has many void spaces - remenants of its morphological restructuring in the latter years of communism, victims of recent speculative purchases and subsequent demolition (Celtic) as well as inbetween, leftover, forgotten spaces that have simply  
 

 

 

not yet been developed - remenants of pre-war agrarian Ursus.  

Ignoring the potentially contentious issue of land ownerships and permissions, a wider landscape strategy proposes a programme ranging from short-term appropropriation (gardens, allotments, play-space) as well as ‘let’s 

see what happens’ interventions that envisage a programme of wildernessing - afforestation, wild-life, biodiversity that might naturally correct some of the damage done to the surface in the past 80 years, whilst providing 

some much needed leisure and 

play-space.  Long term proposi-

tions view larger tracts of land 

as supporting sustainable energy, 

waste and water systems in the 

district, in parrallel with the 

significant proporition of land in 

the district currently involved in 

food production.

 
At the site scale, and 

stemming from the allotments 

and bioremediation propositions 

within the URS.U.S. Urban 

Synthesis Strategy, the land 

adjacent to the primary site is examined further for its potential to act as more than simply a place for growing food or healing the ground. Whilst these are productive  and  

 

 

performative processes within themselves, the proposition considers a way of integrating these external performances with the internal and social performances taking place internally.  

And, like the 
agenda 

of the ambassadorial programme - a centering extension - this is a contradictory, uncertain and unstable landscape of exchange and movement, growing and extracting, destroying and healing, past and present - give and take.  Acts of building and extracting, underpinned by an overlaying of past and present (neighbourhood grids) create small nodes (opportunities) with inbetween spaces appropriated (hacked) for productive and  
 

 

social use.  The proposition is, in effect, a scaled down version of the masterplan scale strategies and tactics - putting in place a framework,  
 

 

 

 

 

inviting participation and then - see what happens.

 

“We are now in the intra-assemblage.  Its organisation is very rich and complex.  It includes not only the territorial assemblage but also assembled, territorialised functions.” 

Deleuze and Guattari, 1987:356

 This discussion has explored concepts of social space as a 

constructed milieu of relationships, histories, and desires lived within expanding and contracting                          territories of scaled space and time.  This space of relations is often a 

product of habitus - a structuring structure which acts to territorialise, and 

mark boundaries but without delimiting aspiration.  The building 

proposition is a strategic assemblage of synergies which aims to create potential sites for tactical deterritoralisationn - a rhizomatic assemblage layering scaled programmes of production and consumption - integrated into and interupting the everyday.  It is the concept of assemblages which theoretically and metaphorically aims to create a 

synthesis of sorts between the various theoretical discussions thus far.

 
At this point of commencing a discussion on 

assemblages, it is important to reiterate that this 

project is not proposed as a synthesis - rather the 

use of the word ‘synthesis’ refers both to the 

concept of assemblage in general but more so to 

bringing these ideas together - a sort of concluding 

summary.  If we consider Lefebvre’s construction 

of space as a continual process of the conceived, 

perceived and experienced, or in other words - a process of being-becoming, then it is impossible to ever gain a totality of comprehension.  In The Right to the City, Lefebvre states, “Descriptions, analysis and                                   attempts at synthesis can never be passed off 

as being exhaustive or definitive.”  Furthering 

this discussion in The Production of Space, he 

proposes a unitary theory as a 

conceptualisation that “in no way aspires to 

the status of a completed ‘totality’, and 

even less to that of a ‘system’ or 

‘synthesis’.”  This concept of 

incompleteness resonates with the 

underlying message in Stuart Brand’s ‘How buildings learn’ which argued for the recognition that an architectural project is never complete. It is always under construction - even through its decay 

and deconstruction - it is never static, 

never fixed, never complete.

 

Manuel DeLanda has taken Deleuze and Guattari’s introduction to the concept of 

assemblages in A Thousand Plateaus and moulded it into a more rounded theory of 

social complexity.   Just as Lefebvre’s theory of nested scales attempts to 

avoid reductionism through understanding an unlimited space of relatedness 

across scales and time, assemblage theory rejects the essentialist Hegelian 

notion of relations of interiority, - of parts and wholes whereby component 

parts are constituted by their relations to other parts within the whole.  

Assemblage Theory aligns itself to a theory of wholes characterised by relations of exteriority which allows for an infinite                                 number of assemblages, across scales, across time and can be at once both 

material and expressive.  
Assemblages may have varying 

levels of durability and longevity 

(eg. nation states, institutions, 

family, eco-system) or may be 

fleeting and ephemeral (eg. a conversation, a flavour, a smell, a theatrical performance).  Component parts 

have agency (unlike actors in Latour’s Actor Network Theory) 

and may act to stabilise (territorialise) or de-stabilise the 

assemblage through processes of 

deterritorialisation (eg. aspiration, evolution, 

revolution).  Components may then be recombined, 

aggregated, mixed into new assemblages through 

processes of reterritorialisation.  Components may 

be members of an infinite number of assemblages 

that exist across scales and time.  The theory considers assemblages as co-evolutionary and places focus on the historic and contingent processes that produce them. 

 The work of artist, Kurt Schwitters has explored 

the notion of assemblage through his theory and 

practice of Merz - a process of collecting and using everyday materials in collages, assemblages, sculptures and installations.  For example, in “Picture of Spatial Growths - Picture with Two Small Dogs’ (fig. 17), the assemblage of discarded 

rubbish and printed ephemera was begun in Germany in 1920.  In 1937, 

having fled Nazi Germany, he added layers of 

Norwegian material: theatre tickets, scraps of lace, 

a box with two china dogs etc.  This layering 

reflects the story of the artist’s journey into exile.  

Component parts were evaluated equally leading to 

non-hierarchical relationships between diverse 

ingredients such as 

rubbish, wood, tin, paint, paper and so on.  However, while his choice and proportionate use of materials might have been unbiased, his preference for an 

ordered and geometrical composition, and particular typographic phrases reveals an agency underlying the resultant arrangment of his Merz assemblages and collages.  As with the earlier discussion of 

Delaunay and Boccioni, Schwitters work is fascinating in its capture of a simultaneous and layered process - a being-becoming - but, again it is limited in its capacity for the possible (other than the 

variable reading of the work by beholders).  In an architectural 

assemblage, there is a much more complex and uncertain set of 

relations that participate in the being-becoming - the nature of which 

cannot be foreseen - only understood as possible, and facilitated.

 
In this project, the approach has been, through mapping, to try 

and understand the agency, fields, forces and influences that are 

component parts of Ursus - co-evolutionary components that have 

contributed to the assemblages that are in a constant state of 

being-becoming today.  This analysis is by no means conclusive 

however it has enabled a spatial agency that aims to make tangible the contributory social and spatial morphology.  The process of overlaying Ursus’ past, present, proposed and appropriated street patterns has                                           revealed an assemblage of overlaid grids which, with the objective of 

softening the domination of the factory grid, revealed potential nodes and opportunities.  Programmatically, the building proposition literally assembles theatre components - gathered and resourced both on- and off-site.                 
The building itself is an assemblage - a hotch-potch of structures and styles, 

a narrative of industrial history and process - a story of multiple reterritorialisations to meet changing needs.  The performative aspect of all of these assemblages - producing, consuming, healing, cultivating, exchanging, 
 

 bridging, centering, extending, grounding - is the essence of this project - 

Performative Assemblages.

performative _ pərˈfôrmətiv
adj 
Linguistics & Philosophy

: relating to or denoting an utterance by means of which the speaker    
performs a particular act

as·sem·blage _ ə-ˈsem-blij
noun

 :  a collection of persons or things : gathering
 :  the act of assembling : the state of being assembled
 :  an artistic composition made from scraps, junk, and odds and ends
 :  the art of making assemblages

Performative Assemblages is a proposal that aims to blur the boundaries between industrial 
(production) and residential (consumption) use through scaled, layered and indeterminate 
programmes that allow for simultaneous and multiplicitous spaces of social and ecological 
performativity.

The project takes Henri Lefebvre’s Nested Scale theory as a basis for a methodology that works across 
scales, across time and across programmes.  This theory of nested scales conceptualises space, and 
its varying degrees of private and public (local/global, rural/urban), as infinitely related - these scales are 
defined and implied by their relatedness to others - and because of their infinite nature, there can be no 
totalisation, no synthesis, no completeness. This approach has led to a proposal that is multi-scaled, 
layered, indeterminate and purposfully ambiguous.  The project is strategic in its approach 
to the various layers within the programme - proposing a framework that facilitates tactical maneuvers, 
tweaks, hacks, infilling, appropriation. 

Performative Assemblages is a collage, a bricolage - a coming together of diverse components - 
actors, agents, materials, forces - a multiplicity of assemblages, of varying scales, longevity, 
power and intent that reterritorialise simultaneously  - continually creating new assemblages - 
and it is this act of creating, making, producing, healing, salvaging, bridging, grounding, living, 
working, playing, cultivating that is the performative aspect of the proposal.  But, performativity is 
not only about the result of these actions - the performance, the outcome, the product.  It is also about the 
act of performing these actions - the stylised enactment of identity - the potential outcome of which is a 
strengthening and a centering - a continual redefining of communal identity - an identity that might allow 
for participation, difference and possiblity.

architectural discussion
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agenda + approach
 This discussion is the culmination of an enquiry over the past two years which has looked at metabolic 
systems within nature as precedents for developing a resilient approach to urbanism and architecture. The 
metabolic approach considers the relationships between actors as symbiotic and circular, such as the 
symbiosis between fish and plants in an closed aquaponics system, however unlike a closed system, the 
relatedness of actors and forces that occupy the world is not closed - in fact, it contracts and expands as actors 
move between territories and cultivate new relationships.

 This growing understanding of space as histories of inter-relatedness across scales has led to an 
enquiry which encounters the writings of Henri Lefebvre, Deleuze and Guattari, Doreen Massey, James Corner, 
Kim Dovey, Michel de Certeau, Pierre Bourdieu, Manuel DeLanda, Bruno Latour (to name but a few) as well as 
the agendas of Cradle to Cradle, Spatial Agency and Landscape Urbanism.  From initial context analysis, my 
understanding of space as layered, scaled and inter-related has been critical in supporting the development 
of an architectural proposal that allows for social, spatial and temporal multiplicity and simultaneity.

 This accumulation of theory and practice is tested in the development of a strategic approach to 
architecture and urbanism. This project aims to offer a programme that is layered, scaled and indeterminate. 
One that bridges past, present and possible, bringing together disparate communities and identities in a space 
that through the contradictory act of extension, creates a centre. This discussion brings together the wide 
range of theoretical positions that have informed the development of this proposition.

 The architectural discussion is a contextual essay which sets out the agenda, philosophy, approach, 
methodology, theoretical context, precedents and aims for this project. This can be read in full in the architectural 
discussion document attached.

Above: Related Scales
Lefebvre’s diagram of nested scales, 
where G = global, m = intermediate, p =private

Opposite Page, from left
Robert Delaunay, Torre Eiffel, 1911
Umberto Boccioni, Dynamism of a Cyclist, 1913
Kurt Schwitters, Ja-Was? Bild, 1920



“we are confronted not by 
one social space but by many 
- indeed, by an unlimited 
multiplicity.... No space 
disappears in the course of 
growth and development: the 
worldwide does not abolish 
the local. .... they attain ‘real’ 
existence by virtue of networks 
and pathways, by virtue 
of bunches or clusters of 
relationships.”
Henru Lefebvre, 1974/1991:86
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This discussion, begun in the elective module 
Rethinking Architecture, explored how issues 
surrounding the dichotomies of local v global, urban 
v rural expounded by disparate and segmented 
planning policy contribute to a fragmentary and 
contentious spatial environment. Inspired by 
Lefebvre, and the manifesto of Landscape Urbanism 
this discussion has very much underpinned the 
approach to understanding context, scale, history, 
social and cultural issues as related, scaled and 
layered. Thus, any spatial response to these 
contextual issues must also respond and facilitate 
for spaces that are multiplicitous and simultaneous - 
allowing for difference and possibility. 

architectural discussion_Related Space: Multiplicity and Simultaneity



“Striated space is where 
identities and spatial practices 
have become stabilised in 
strictly bounded territories 
with choreographed spatial 
practices and socially 
controlled identities. Smooth 
space is identified with new 
movement and instability 
through which stable 
territories are erased and new 
identities and spatial practices 
become possible”
Kim Dovey, 2010
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architectural discussion_ habitus and performativity
The work of Pierre Bourdieu on habitus and Judith 
Butler on performativity provided a philosophical 
basis for reading socio-economic and cultural 
tendancies in Ursus - which are much related to a 
history of oppression and austerity. This discussion 
doesn’t necessarily discriminate against certain 
lifestyles, or values but aims to recognise difference 
and to present a viewpoint on cultural identity as a key 
component of how our environment is shaped and 
lived. Identity, as theorised by Butler and Bourdieu, 
and through the lens of Leibniz’s monadology, is a 
construct and a projection of ourselves and society 
in space and time - a projection which, through signs 
and symbols, reflects and simultaneously constructs 
the aspirations and expectations of both individual 
and society. However, the territories associated with 
a prevailing habitus can be exclusive and, as is the 
case with Ursus, can contribute to a diminishing 
sense of community, and quality of urban space. 

This is the social context in which the Performative 
Assemblages is sited.
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ambassadors_

inviting participation, bridging communities
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architectural discussion_ strategies and tactics
Following on from the discussion relating to 
fragmentary planning between local and global 
agendas, de Certeau’s concept of strategies and 
tactics are explored as a potential theoretical context 
upon which to approach ‘master’ planning. At the 
strategic, or panoptic level, a number of ‘grand’ 
moves are made (eg, infrastructure, landscape, civic/
public land-use) at key nodes. These act as bridging 
elements - a sequence of destination spaces and 
facilitate movement and use. The tactical component 
is allowing for these strategic moves to act as a 
framework for smaller scale (individual or group) 
appropriations, infilling and interventions.
 
Programmatically, at the strategic level potential 
synergies are identified that could feed into and 
from the performative assemblages - however the 
enactment of these synergies is effectively a hacking 
into material, energy and social flows.

Salvage is yet another aspect of this discussion 
- the use of the building is an appropriation, as it 
re-use of demolotion materials. What is not used 
is disassembled and reassembled throughout the 
district as sculptures, pavilions, landmarks - tangible 
bridging objects that provide intangible link between 
past and present, and making more tangible the 
spaces of possibility.



“Landskip (landscape as contrivance, primarily 
visual and sometimes also iconic or significant) 
and landschaft (landscape as an occupied milieu, 
the effects and significance of which accrue 
through tactility, use, and engagement over time) 
... we might say that gardens are defined less by 
formal appearances that through the activities of 
gardening, just as agricultural fields derive their 
form from the logistics of farming, and cities from the 
flows, processes and forces of urbanisation. In the 
working landschaft, performance and event assumes 
conceptual precedence over appearance and sign”
James Corner, 1999



architectural discussion_ performative place
The approach to programme and landscape as a 
performative, multiplicitious milieu engages with 
the embeddedness of cultural, social, political 
and economic flows within natural systems.  
Programmatic indeterminacy and layering seems 
almost an inevitable outcome from this approach  and 
this ‘inevitability’, in a contradictory way, facilitates 
uncertainty, instability and possibility. 
The combination of strategic programming and 
tactical appropriation aims to destabilise traditional 
concepts of territories/zoning and invite participation. 
. This stems from the Urban Strategy which proposed 
an appropriation of inbetween space with meanwhile 
uses. Likewise, the performative assemblages is an 
intensive, and extensive layering of productive and 
consumptive activities. Landscape is the unifying 
element that binds the programme together. At once, 
it cultivates, heals, gathers, grows, remediates - at 
various levels - from below ground to ground to roof, 
and scales (intimate to eco-system scale).
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This 

discussion is the culmination of an enquiry over the past two years which has looked at metabolic systems within nature as precedents for developing a resilient approach to urbanism and architecture. The metabolic approach considers the relationships between actors as symbiotic 

and circular, such as the symbiosis between fish and plants in an closed aquaponics system, however unlike a closed system, the relatedness of actors and forces that occupy the world is not closed - in fact, it contracts and expands as actors move between territories and cultivate 

new relationships.

 This growing understanding of space as 

histories of inter-relatedness across scales has 

led to an enquiry which encounters the writings 

of Henri Lefebvre, Deleuze and Guattari, 

Doreen Massey, James Corner, Kim Dovey, 

Michel de Certeau, Pierre Bourdieu, Manuel 

DeLanda, Bruno Latour (to name but a few) as 

well as the agendas of Cradle to Cradle, Spatial 

Agency and Landscape Urbanism.  From 

initial context analysis, my understanding of 

space as layered, scaled and inter-related has 

been critical in supporting the development of 

an architectural proposal that allows for social, 

spatial and temporal multiplicity and 

simultaneity.

 This accumulation of theory and practice 

is tested in the development of a strategic 

approach to architecture and urbanism. This 

project aims to offer a programme that is 

layered, scaled and indeterminate. One that 

bridges past, present and possible, bringing together disparate communities and identities in a space that through the contradictory act of extension, creates a centre. This discussion brings together the wide range of 

theoretical positions that have informed the development of this proposition.

Relational Space: Multiplicity and 

Simultaneity

 Conceptualising space as multi-layered, 

historic and related inevitably leads to 

questions of scale and territory.  

Relationships between social, economic, 

political and environmental actors and forces 

occur across an infinite number of scales 

(spatial and temporal) and thus the classic 

dichotomies of local/global, urban/rural, 

public/private and so on is overly simplified 

and dangerously reductive. Doreen Massey, 

recognising this, asks: “whether, in a 

relational and globalised spatiality, 

‘groundedness’, and the search for a situated ethics, must remain tied to notions of the local.  If 

places pose, in highly variable form, the question of our living together in the sense of juxtaposition 

(throwntogetherness), there is also the question of the negotiation of those, equally varied, wider 

relations within which they are constituted.” 

 Henri Lefebvre, throughout his work, has 

explored the notion of inbetween-ness and 

posited a theory of nested scales - (private, 

mixed, global) or local, intermediate and 

global - whereby each scale is related to the 

others, and that all space is a simultaneity of 

temporal narratives which act to superimpose 

multiplicities of both spatial and temporal 

events.  This simple theory has underpinned 

an analytic approach to understandling space whereby the agenda is to avoid reductionism.  Of course, it would be 

impossible for this approach to enable an analysis that includes everything that is and was, and could be - however, 

merely recognising that there are unseen factors and allowing for these is a start - a way towards an 

architecture of multiplicity, 

simultaneity and possibility. 

 In fine art practices, concepts of 

simultaneity, and spatial and temporal 

dimensions have been explored, in 

particular, by cubists, surrealists, futurists.  

Robert Delauney (1885-1941), in his 

windows series explored how the process 

of seeing itself could be recorded.  In 

1912, he wrote: “Without visual 

perception there is no light, no 

movement.... This movement is provided 

by relationships of uneven measures, by 

color contrasts, which constitute Reality.”  

Colour, perceived through light which 

Delauney sees as dynamic, structuring, rhythmic and simultaneous, is the major focus of his work in the 20th Century.  This insight into a world of fluctuating, invisible yet structuring forces can also be seen in the work of the Italian futurist, Umberto Boccioni (1882 - 1916) who became the driving force in developing and publishing the agenda and manifesto of the futurist movement.  
 

 In 1914, he wrote, “While the impressionists make a table to give one particular moment and subordinate the life of the table to its resemblance to this moment, we synthesize 

every moment (time, place, form, color-tone) and thus build the table.”  Boccioni recognised that everything, even  
 

 
 

 
inanimate objects, were in a process of being-becoming - a  

  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
co-evolutionary process of perception, projections and  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 

experiences. 

 
It is significant that these art movements evolved in the early twentieth century when modernism, and the accompaniment technology that a quickening pace of life embraced, led to a more dynamic   

 
 

 
 

 
 

 
 

 
 

 
experience of life.  Both artists demanded that the tradition of depicting static objects be abandoned for an exploration  

 
 

 
of movement, rhythm, flux and simultaneity.  Boccioni 

coined the 

phrase “physical 

transcendentalism” as a way of 

explaining his approach - one that 

certainly attempted to find new ways of 

representation that reflected the modern 

world.

 However, representation in itself is 

static and merely visualises the dynamic 

forces in place up to and at that point.  

The challenge for architecture, as an 

art-form which by its very nature and 

scale is experienced through inhabitation, is to allow for the possible and the unforeseen.  The practice of architecture and urbanism is at its most successful when it draws from the past and the present, 

but still facilitates the possible.  Stuart Brand cites Winston Churchill’s observation of the process of building and inhabiting, “We shape our buildings, and afterwards our buildings shape us” - a 

sentiment furthered by both Martin Heidegger and Henri Lefebvre - the former in his discussion of dwelling and the domus, the latter in his theory of the spatial triad which conceptualises space as a 

social construct - a reality that is continuously under construction through the participative acts of 

perception, conception and experience. 

 If space is to be understood as 

under continuous construction, it is 

logical to then look at the relationships 

that underpin this construct. Lefebvre 

offers a way of reading and imagining 

space, and the relations within: 

 (i) by abstracting elements of space and society, within a particular scale, and allowing subjects, objects, relationships, activities, agendas to be differentiated; 

 (ii) through this abstraction, relationships across different dimensions and scales can be read and conceived; 

 (iii) through its core tenet of infinite relatedness, it prevents a totalisation of these abstractions - thus, the understanding of space and subsequent conceptions can never be presented or imagined as complete. 

As a basis for a methodology, Lefebvre’s concept of nested scales has the potential to transcend traditional concepts of territory, and to highlight the relatedness of different actors and interdependencies, thus reducing the likelihood of 

fragmentation and exclusion.  More importantly, it builds in open-endedness - a capacity and allowance for a multitude of possibilities - and even more importantly, understands its limitations.

 In his book, Design with Nature, Ian McHarg proposed a methodology of mapping the intricate relationships that constitute a space by extracting physical, social, economic, historical, political, cultural, ecological ‘inventories’ (fig. 5) in order to build a composite picture of values (constraints) which would 

enable a development proposition that was sensitive to the existing, contextual situation.  McHarg’s ‘relative system’ has been hugely influential in design and planning as a rational and visual means of extracting complex socio-economic, physical and ecological data from spatial realities and has played a large role 

in advancing the notion of the urban 

environment as an ecology - as a field 

of dynamic relationships, however it 

has also been criticised for it’s 

“ecological and methodological 

fundamentalism” in that it continues to 

polarise the urban against nature and 

assumes that the parameters resulting 

from the methodology is the correct 

answer without need or room for any 

creative, or aesthetic manipulation. 

 More recently, the emerging 

agenda of landscape urbanism 

considers the urban surface as a unitary field (ie. a ground-plane which includes buildings, roads, open space, habitats etc) that supplants architecture as the ordering mechanism of urbanism.  Territories are porous, and the urban surface is read as a multiplicity of indeterminate relations.  This practice takes forward McHarg’s  
 

 
 thesis however rejects his polarisation of nature and city, proposing 

instead a more integrated and hybridised approach.  This integration of the social, the urban and the natural can be observed in Bernard Tschumi’s Parc de la Villette where a grid of red follies prioritise event and program over stylistic concern .  This ‘point-grid’ distributed “a non-finite number of elements in a space” where   
 

each folie could relate to other folies on the grid (a permeability), as much as it 

could be divisible and relate to its own 

parts.  This layering of axes, points and 

surfaces was intended as a scaled 

multiplicity of relations and events - not 

as a territorialised park in the city, but 

rather as an extension of the cultural 

events and dynamics of the city in the 

park.  

 In Ursus, this approach has been applied through an extended or exploded programme which aims to integrate spaces of production and consumption, through the identification of potential synergies that could highlight relationships and exploit existing material, energy and socio-economic flows.  The 

act of extending is an intangible and immaterial bridging element but also a means of inviting participation in the production of not only elements of theatre, but in the ongoing construction of Ursus’ identity.  In a 

contradictory way, through decentralising the programme and sharing its elements throughout the district, the effect is a centering - a convergence - an assemblage.  This assemblage is not intended to dilute and homogenise the varying constituent identities and components, 

but rather, through gathering and celebrating the diversity of Ursus, create a stronger centre. 

The scaled programme, which finds its zone of intensity in the building proposal, draws inspiration from the indeterminate nature of the programming at Parc de la Villette. Performative Assemblages is a project that is strategic in nature - with clear ambitions of social 

inclusivity and participation - ambitions which by their very nature cannot be designed. The programme is merely a framework - one that taps into the richness of the context and invities opportunities for appropriation and chance. 

Habitus and Performativity

 Pierre Bourdieu has 

conceptualised a theory of identity and 

belonging that prioritises the 

production of identity, reflected by 

lifestyle, as the systematic product of 

habitus which he defines as - “not only 

a structuring structure, which organises 

practices and the perception of 

practices, but also a structured 

structure”  The system of habitus is 

territorialising and stablising - 

enforcing conformity to accepted 

cultural norms which establishes perception of identity and belonging both for subject and onlooker.  Possesion of levels of the various forms 

of symbolic capital (social, economic and cultural) endows the subject 

with status and membership of a certain class of society.  Dovey describes the habitus as a way of knowing the world, a way of understanding social practice and a way of knowing your place in that world - it is “both the condition for the possibility of social practice and the site of its 

reproduction.”  However, habitus is not destiny - just as one can acquire additional capital, so can habitus be changed - upgraded, if one likes.  Bourdieu states: “the habitus, as the Latin indicates, is something non natural, a set of acquired characteristics which are the product of 

social conditions and which, for that reason, may be totally or partially common to people who have been the product of similar social conditions...[however]... it m
ay be changed by history, that is by new experiences, education or training.” 

 In a recent study conducted by the BBC and based on Bourdieu’s theory of habitus, the ‘Great British Class Survey’ (fig. 7) identified seven distinct social groups in the twenty-first century as opposed to the traditional three (upper, middle, working). This ‘reclassifcation’ considered the combination of the different capitals (social, economic and cultural) but recognised varying levels of perceived class and taste such as emerging cultures (gigs, 

gaming, indie) alongside established 

‘highbrow’ culture (jazz, theatre, 

opera), ‘new’ affluence as well as 

inherited wealth and widening social 

circles.  Technology and greater social mobility has enabled aspirational lifestyles that are within reach and this is reflected 

within our identity formation, and associated consumption activities.

 
Whilst the habitus can be considered 

as the structuring system of society, 

the concept of performativity could 

be considered as the embodied 

practice of habitus.  Judith Butler 

conceives of the production of 

identity as a performance - “a 

stylised repetition of acts” and 

borrows the term,   
 

 performativity, expanding it 

from the dictionary definition of 

expressive speech acts to a more 

generalised 

and 

embodied 

expression - speech, 

gestures, 

movements, acts - that 

communicate a 

cultural identity.  Performativity considers 

everyday practices 

as manifestations of “the culturally-scripted character of 

identity, which is 

generated by power through repeated norms and   
 

their transgression.”  However, in discussing Butler’s work, Appadurai suggests that performativity is not simply a reiterated presence but also a projected aspirationary performance, 
 

 
 

 
 

 
 

 
 

 “... it goes back to the idea of the projected, that is, to say 

these things are not 

only ideologies, not only histories that   
 

people automatically propel and enact, but are things that are more visions, utopias and otherwise.”

  
To add further complexity to this   

 
 

discussion, it is worth including Leibniz’s theory of monadology which considers the construction of reality through a virtual system of the individual (the monad) which perceives and reflects that   
 

 
 

 
 

 
 

 
 

 
 

which is external to it.  
 

 
  

 

  
 

  

 
The monadology could be conceived as “something like a hologram which is 

reputed to contain 

the whole image within each fragment” - a virtuality that represents reality through 

perceptions and 

projections.  In other words, identity, as theorised by Butler and Bourdieu, and through the lens of Leibniz’s 

monadology, is a construct and a projection of ourselves and society in space and time - a projection 

which, through signs and symbols, reflects and simultaneously constructs the 

aspirations and expectations of both individual and society.

 Poland has witnessed dramatic changes to its social, 

economic and political life in the past 30 years. 

After the fall of communism, the 

country was thrust 
into 

the free market with a dizzying array of freedom of choice for all. Its supply of ready, cheap labour, and central location made it a viable manufacturing base in Europe and rather 

rapidly, Poland began to westernise, commodify and consume.  Accession to EU membership in 2003 sealed Poland’s enthusiastic embrace of neo-liberal capitalism and subsequently heralded in a period of conspicuous consumption - understandable given the history of 

oppression and restriction.  Politicallly, 

the majority of Poles identify 

themselves as right-wing and with the 

strong influence of the Catholic Church thrown in, this points to a relatively conservative society, albeit an aspirational one and from observation, visibly conformative to the system of habitus as the structuring structure of contemporary Polish social life.

 Spatially, this value system has been made manifest throughout Warsaw.  Speculative office and residential development as well as a reduction in publicly funded communal housing illustrate the move from the public (socialist) to privatisation (capitalist) - however, as with 

much neo-liberal development, this benefits only 

those who can afford it and a significant 

proportion of Warsaw’s poor and low-earners are 

being increasingly marginalised.  In Ursus, the 

proliferation of large single family homes with 

ubiquitous security (walls, dogs, cameras, 

patrolling security vans) juxtaposed with 

post-war communal housing blocks clearly 

demarcate the ‘haves’ from the ‘have-nots’.  Private territories are fiercly defended, and there is a sense that this gated lifestyle is a desirable one rather than a necessary one. (for example, against crime)  The street, once a social and 

communal territory, is diminished, now bounded by walls, electronic gates and barking dogs. Because of the heavy reliance on the car, there is little co-presencing in these neighbourhood streets enhancing the perception that one does not 

belong, that one is out of place. 

 However, this discussion isn’t necessarily 

about the nature of this habitus (whether it is 

one that has been imposed, inherited, 

purchased or chosen), rather what is being 

explored is that despite geographic proximity, 

political affiliation, or national compatriotism, 

through enactment of wildly differing habitus, 

made possible through acquisition of the 

various capitals, these neighbouring Ursus’ 

communities may as well be worlds apart.  The 

tendancy of one neighbourhood to rely on the 

car as the primary mode of transport as 

opposed to the other which might get around 

on foot or public transport means that these communities are unlikely to mix.  
 

 This, as well as the spatial barriers within the district, are the key social and contextual issues in Ursus.  Dovey, referrering to Deleuze and Guattari’s concept of striated and smooth space, states: “Striated space is where identities and spatial practices have become 

stabilised in strictly bounded territories with 

choreographed spatial practices and socially 

controlled identities. Smooth space is 

identified with new movement and instability 

through which stable territories are erased and 

new identities and spatial practices become 

possible.”  The territorial nature of Ursus’ 

character areas seems to correspond with the 

notion of striated space, with the danger being 

that this will further diminish any residual 

sense of community, as well as the quality of 

streets and public spaces.

 Exploration of the habitus and performativity 

as a way of theoretically understanding the 

structuring structure of contemporary social 

life provides a basis for an agenda which seeks 

not to socially engineer an alternative habitus 

but rather to simply identify, highlight and 

celebrate that there is difference and diversity.  

The proposition is a bridging space - a ‘smooth 

space’ - one that facilitates exchange, 

movement, de-territorialisation and brings 

together, spatially and socially, diverse 

communities to a performative common 

ground. How this space is ultimately used 

(socially) remains in the realm of the space of 

possibility. 

 

Strategies + Tactics

The initial approach to this project was affiliated with a Lefebvrian understanding of space as socially produced and lived across a multitude of spatial and temporal scales. Contextual analysis connected local issues with district scale needs (eg. entrepreneurial space requirements) as well as global/supra-state agendas 

(eg. EU waste, energy and water quality regulations). The urban strategy (URS.U.S Urban Synthesis) proposed a programme of layered meanwhile uses - buffering immediate socio-spatial benefits through a system of tactical hacks with a long term strategic view to how these hacks might work towards a local 

socio-economic alongside a global, environmental benefit.

 

 

Within much of Lefebvre’s work, concepts of space, state and territory are inextricably   

 

 

 

intertwined - each is related to the other - and implies the other.  However, while the state and capital try to order 

and rationalise 
space into 

manageable 
territories, at 

the same time, 

diverse social forces 
undermine 

these strategies and 

simultaneously 

produce spaces 
of social and cultural 

relations. This 

brings to mind 
de Certeau’s 

‘strategies and 
tactics’ as a 

conceptualisation of power relations - whereby, a strategy is the 

calculation of power relations by a subject with a panoptic view of 

things, while a tactic is the act of the weak who does not have this view of  

 

the whole in order to plan general strategies, thus is 

limited to 
isolated and 

fragmented actions.  

Strategy: Nodes and 

Bridges

 

The 
performative 

assemblage aims to 

explore this dialogue 

of scaled tactics and 

strategies through a 

heavily layered 

programme which is 

at once both local and 

global, which 

integrates production 

and consumption and 

through decentralising 

the programme, 

bridges Ursus’ distinct 

character areas.  

Analysis of historic 

development and 

present day land-use 

reveal sites of 

opportunity.  At a 

strategic level, these are identified as social nodes and programmatically put aside for service use (eg. public, cultural, educational, religious, health) however without determination thus allowing for changing needs as  
 

 

 

 

Ursus’ population grows and evolves.(fig. 12)  While leftover spaces are also left undetermined, in order for the strategic sites to be viable a 

residential population is required 

thus these inbetween spaces are 

earmarked as primarily residential. 

This strategy aims to put in place a 

situated, evolving framework that 

can adapt around needs, rather than a rigid, essentialist masterplan.  Inbetween spaces are initially inhabited by meanwhile uses (temporary living, farming,  
 

 

working) with a medium to long term view 

towards self 
build housing, 
self build 

workspaces as 

required. The 
proposition 
rejects 

speculative 
building for 

profits sake, 
supporting 

instead a more 

participative, 
inclusive and 

engaging process 

of building 
Ursus. 

 
There are an emerging number of precedents for this type of   

 

 

 

 

approach. At the neighbourhood scale is a housing project for 100 families in Chile called Quinta Monroy by Elemental (Alejandro Aravena) which puts in place an unfinished housing framwork intended for completion by the occupying families who could appropriate and 

adapt the structure to their changing needs. The result is a rich bricolage that is 

representative of the values of the occupants but is unified through its more strategic 

framing and composition. At the city scale, is Almere in the Netherlands - currently under 

construction is Almere Poort whereby the city authorities have put in place infrastructure 

(roads, electricity, lights, sewage etc) and put in place design guidelines which limit 

building envelopes - then, they sell a plot to an individual who is completely free to build 

whatever they wish within that building envelope. The result is a very Dutch aesthetic 

which mixes quirkyness with conservative traditionalism. The city aims to expand the self 

build machine with MVRDV’s masterplan for Almere Oosterwold which they have 

termed DIY Urbanism - again, the idea is to implement an infrastructural framework and 

faciliate an evolving appropriation by end-users.

 

Tactics: Hacking  into Synergies

 
Programmatically, the proposal stems from a traditional producing theatre schedule (which typically includes material and artistic production, as well as the delivery of performances to audiences), building in additional community 

functions relating to food (landscape) and 

education. However, by zooming out to 

the entire district (and potentially to the 

city), key institutions and actors are 

identified for potential synergies with the 

proposal.  Rather than duplicating and 

competing with what is already there, the 

proposition instead hacks into existing 

infrastructures/institutions/flows. This 

hacking occurs on many levels - the use 

of an existing building, the restoration of 

abandoned transport 

infrastructure (rail), 

community food 

production, existing 

production facilities 

(eg. furniture, paint, 

cosmetics), spaces 

of potential audiences/participants (schools, libraries, retail centres) as well as left-over/abandoned/inbetween spaces that have been identified for their nodal and convergent potential.  As well as material synergies which feed into the process of the 

proposal, the programme feeds into existing socio-economic synergies throughout the district. On top of these, somewhat intangible flows, there is a more tangible and material bridging.  Elements of existing structure and cladding are 

dis-assembled and re-assembled in these nodes.  These are the ambassadors.  Their programme and purpose is to decentralise, to landmark, to remind - a hand extended in invitation for productive participation, interrupting, appropriating, 

de-territorialising... 

and centering.
 

The objective of 

the ambassadors 

links back to 
Lefebvre’s 

multi-scalar and historicised concept of space as a social construct of infinite relatedensss.   
 

 

 

 

 

 

 

 

 

 

Each ambassador enacts (performs) different aspects of the programme (production (theatre/food), consumption, marketing, education, play...), extending (scaling) the more densely layered programme that takes place on site.  Their ‘pop-up’ nature (ie. they may be visualised as fields, or bridges but there is not a literal, physical connection) can be likened to Deleuze and Guattari’s concept of 

rhizomatic systems - a horizontal 

network which by its very 

horizontality is more resilient than 

a tree-like vertical organisation.  A 

rhizome “has neither beginning nor 

end, but always a middle (milieu) 

from which it grows and which it 

overspills. It constitutes linear 

multiplicities...” - multiplicities 

which are defined by relatedness to the outside and by their agency (‘lines of flight’) - with the potential to maintain an infinite number of relations and connections.  If one link is broken, another route can be found.  

 
The rhizome is a tactic, a maneuver, an appropriation, a hack 

- not always visible, but as a process, or a system of 

relations, potentially mappable.  As Corner states, “.. 

projecting new urban and regional futures must derives less 

from a utopia of form and more from a                           

 utopia of process - how things work, interact and inter-relate in space and time. Thus, the emphasis shifts from static object-space to the space-time of relational systems”  What the performative assemblages does, through the process of mapping, is to try to find patterns or logics within the relational systems and use these as a contextual basis for intervention.

 
James Corner, as one of the key proponents of the landscape urbanism manifesto, explores the concept of landscape as a scenic or performative field. “Landskip (landscape as contrivance, primarily visual and sometimes also iconic or significant) and landschaft  

 

 

 

 

 

 

 

 

(landscape as an occupied milieu, the effects and significance of which accrue through tactility, use, and engagement over time) ... we 

might say that gardens are defined less by formal appearances that through the activities of gardening, just as agricultural fields derive their form from the logistics of farming, and cities from the flows, processes and forces of urbanisation. In the working landschaft, 
 

 

 

 

 

 

 

 

 performance and event assumes conceptual precedence over appearance and sign”   In much the same way, the strategies proposed in URS.U.S. 

Urban Synthesis placed focus on a layering of 

events, appropriating residual space in order to 

perform a combination of social, economic, 

ecological and spatial programmes.  This 

approach to landscape as a performative, 

multiplicitious milieu engages with the embed-

dedness of cultural, social, political and 

economic systems within natural systems.  

Programmatic indeterminacy and layering 

seems almost an inevitable outcome from this 

approach - although, this ‘inevitability’, in a 

contradictory way, facilitates uncertainty, 

instability and possibility. 

 In the urban strategy that underpins the building proposition, the Arts as a Catalyst is one of these layers, however rather than the typical excessive, elitist arts-based regeneration which has seen the transformation of post-industrial sites into speculative high-end residential and mixed use ‘quarters’, in Ursus, the arts are proposed as, initially, a layer over the existing infrastructural and productive processes on site.  Performative Assemblages aims   

 

 

 

 

to push this a little further, building on from the discussion of habitus and performativity, through the integration  
 

 

 

of an indeterminate building/masterplan programme within a wider urban landscape programme comprising event, 

infill, centering 

and bridging. 

The combina-
tion of strategic 

programming 

and tactical 
appropriation 

aims to destabilise 
traditional 

concepts of 

territories/zoning and invite participation.  The use of an existing historic building 

as the centering 

point of these ambassadorial components creates an intensity of activity and social encounter.   
 

 

 

 

 

 

 

The choice of site close to the train station (already an active place) is a deliberate one and intended to 
 

 

 

 

 

 strengthen the performance of this neighbourhood as the geographic, social, economic and symbolic centre of Ursus.

 
The programme is an intensive, and extensive layering of productive and consumptive activities. Primary production processes relate to the production of theatre (sets, props,  

 

 

 

costume etc) which are resourced throughout the district, gathered, and assembled on site. This overlaps secondary production processes relating to energy (eg. food), waste and water within which a circular economy creates a symbiotic flow of resources and energy.  A further layer within the programme involves both on- and off-site consumption of produce (theatre, food, water).  And, integrated within all of this - inhabitation -  

 

 

 

 a mix of permanent and temporary residential use, as well as guest accommodation and complementary enterprise units. 

Performative Landscape

 
Underpinning the 

theatrical and material flows and 

processes is a landscape strategy 

that aims to instigate a field of 

performative commons - spaces 

of exchange, creativity and 

cultivation. Shane refers to 

Charles Waldheim’s view of 

landscape urbanism “as an 

interstitial discipline, operating in the spaces between buildings, infrastructural systems and natural ecologies” - in other words, a binding agent - acting to  
 

 

 

unify disparate environments and communities.  Ursus has many void spaces - remenants of its morphological restructuring in the latter years of communism, victims of recent speculative purchases and subsequent demolition (Celtic) as well as inbetween, leftover, forgotten spaces that have simply  
 

 

 

not yet been developed - remenants of pre-war agrarian Ursus.  

Ignoring the potentially contentious issue of land ownerships and permissions, a wider landscape strategy proposes a programme ranging from short-term appropropriation (gardens, allotments, play-space) as well as ‘let’s 

see what happens’ interventions that envisage a programme of wildernessing - afforestation, wild-life, biodiversity that might naturally correct some of the damage done to the surface in the past 80 years, whilst providing 

some much needed leisure and 

play-space.  Long term proposi-

tions view larger tracts of land 

as supporting sustainable energy, 

waste and water systems in the 

district, in parrallel with the 

significant proporition of land in 

the district currently involved in 

food production.

 
At the site scale, and 

stemming from the allotments 

and bioremediation propositions 

within the URS.U.S. Urban 

Synthesis Strategy, the land 

adjacent to the primary site is examined further for its potential to act as more than simply a place for growing food or healing the ground. Whilst these are productive  and  

 

 

performative processes within themselves, the proposition considers a way of integrating these external performances with the internal and social performances taking place internally.  

And, like the 
agenda 

of the ambassadorial programme - a centering extension - this is a contradictory, uncertain and unstable landscape of exchange and movement, growing and extracting, destroying and healing, past and present - give and take.  Acts of building and extracting, underpinned by an overlaying of past and present (neighbourhood grids) create small nodes (opportunities) with inbetween spaces appropriated (hacked) for productive and  
 

 

social use.  The proposition is, in effect, a scaled down version of the masterplan scale strategies and tactics - putting in place a framework,  
 

 

 

 

 

inviting participation and then - see what happens.

 

“We are now in the intra-assemblage.  Its organisation is very rich and complex.  It includes not only the territorial assemblage but also assembled, territorialised functions.” 

Deleuze and Guattari, 1987:356

 This discussion has explored concepts of social space as a 

constructed milieu of relationships, histories, and desires lived within expanding and contracting                          territories of scaled space and time.  This space of relations is often a 

product of habitus - a structuring structure which acts to territorialise, and 

mark boundaries but without delimiting aspiration.  The building 

proposition is a strategic assemblage of synergies which aims to create potential sites for tactical deterritoralisationn - a rhizomatic assemblage layering scaled programmes of production and consumption - integrated into and interupting the everyday.  It is the concept of assemblages which theoretically and metaphorically aims to create a 

synthesis of sorts between the various theoretical discussions thus far.

 
At this point of commencing a discussion on 

assemblages, it is important to reiterate that this 

project is not proposed as a synthesis - rather the 

use of the word ‘synthesis’ refers both to the 

concept of assemblage in general but more so to 

bringing these ideas together - a sort of concluding 

summary.  If we consider Lefebvre’s construction 

of space as a continual process of the conceived, 

perceived and experienced, or in other words - a process of being-becoming, then it is impossible to ever gain a totality of comprehension.  In The Right to the City, Lefebvre states, “Descriptions, analysis and                                   attempts at synthesis can never be passed off 

as being exhaustive or definitive.”  Furthering 

this discussion in The Production of Space, he 

proposes a unitary theory as a 

conceptualisation that “in no way aspires to 

the status of a completed ‘totality’, and 

even less to that of a ‘system’ or 

‘synthesis’.”  This concept of 

incompleteness resonates with the 

underlying message in Stuart Brand’s ‘How buildings learn’ which argued for the recognition that an architectural project is never complete. It is always under construction - even through its decay 

and deconstruction - it is never static, 

never fixed, never complete.

 

Manuel DeLanda has taken Deleuze and Guattari’s introduction to the concept of 

assemblages in A Thousand Plateaus and moulded it into a more rounded theory of 

social complexity.   Just as Lefebvre’s theory of nested scales attempts to 

avoid reductionism through understanding an unlimited space of relatedness 

across scales and time, assemblage theory rejects the essentialist Hegelian 

notion of relations of interiority, - of parts and wholes whereby component 

parts are constituted by their relations to other parts within the whole.  

Assemblage Theory aligns itself to a theory of wholes characterised by relations of exteriority which allows for an infinite                                 number of assemblages, across scales, across time and can be at once both 

material and expressive.  
Assemblages may have varying 

levels of durability and longevity 

(eg. nation states, institutions, 

family, eco-system) or may be 

fleeting and ephemeral (eg. a conversation, a flavour, a smell, a theatrical performance).  Component parts 

have agency (unlike actors in Latour’s Actor Network Theory) 

and may act to stabilise (territorialise) or de-stabilise the 

assemblage through processes of 

deterritorialisation (eg. aspiration, evolution, 

revolution).  Components may then be recombined, 

aggregated, mixed into new assemblages through 

processes of reterritorialisation.  Components may 

be members of an infinite number of assemblages 

that exist across scales and time.  The theory considers assemblages as co-evolutionary and places focus on the historic and contingent processes that produce them. 

 The work of artist, Kurt Schwitters has explored 

the notion of assemblage through his theory and 

practice of Merz - a process of collecting and using everyday materials in collages, assemblages, sculptures and installations.  For example, in “Picture of Spatial Growths - Picture with Two Small Dogs’ (fig. 17), the assemblage of discarded 

rubbish and printed ephemera was begun in Germany in 1920.  In 1937, 

having fled Nazi Germany, he added layers of 

Norwegian material: theatre tickets, scraps of lace, 

a box with two china dogs etc.  This layering 

reflects the story of the artist’s journey into exile.  

Component parts were evaluated equally leading to 

non-hierarchical relationships between diverse 

ingredients such as 

rubbish, wood, tin, paint, paper and so on.  However, while his choice and proportionate use of materials might have been unbiased, his preference for an 

ordered and geometrical composition, and particular typographic phrases reveals an agency underlying the resultant arrangment of his Merz assemblages and collages.  As with the earlier discussion of 

Delaunay and Boccioni, Schwitters work is fascinating in its capture of a simultaneous and layered process - a being-becoming - but, again it is limited in its capacity for the possible (other than the 

variable reading of the work by beholders).  In an architectural 

assemblage, there is a much more complex and uncertain set of 

relations that participate in the being-becoming - the nature of which 

cannot be foreseen - only understood as possible, and facilitated.

 
In this project, the approach has been, through mapping, to try 

and understand the agency, fields, forces and influences that are 

component parts of Ursus - co-evolutionary components that have 

contributed to the assemblages that are in a constant state of 

being-becoming today.  This analysis is by no means conclusive 

however it has enabled a spatial agency that aims to make tangible the contributory social and spatial morphology.  The process of overlaying Ursus’ past, present, proposed and appropriated street patterns has                                           revealed an assemblage of overlaid grids which, with the objective of 

softening the domination of the factory grid, revealed potential nodes and opportunities.  Programmatically, the building proposition literally assembles theatre components - gathered and resourced both on- and off-site.                 
The building itself is an assemblage - a hotch-potch of structures and styles, 

a narrative of industrial history and process - a story of multiple reterritorialisations to meet changing needs.  The performative aspect of all of these assemblages - producing, consuming, healing, cultivating, exchanging, 
 

 bridging, centering, extending, grounding - is the essence of this project - 

Performative Assemblages.

performative _ pərˈfôrmətiv
adj 
Linguistics & Philosophy

: relating to or denoting an utterance by means of which the speaker    
performs a particular act

as·sem·blage _ ə-ˈsem-blij
noun

 :  a collection of persons or things : gathering
 :  the act of assembling : the state of being assembled
 :  an artistic composition made from scraps, junk, and odds and ends
 :  the art of making assemblages

Performative Assemblages is a proposal that aims to blur the boundaries between industrial 
(production) and residential (consumption) use through scaled, layered and indeterminate 
programmes that allow for simultaneous and multiplicitous spaces of social and ecological 
performativity.

The project takes Henri Lefebvre’s Nested Scale theory as a basis for a methodology that works across 
scales, across time and across programmes.  This theory of nested scales conceptualises space, and 
its varying degrees of private and public (local/global, rural/urban), as infinitely related - these scales are 
defined and implied by their relatedness to others - and because of their infinite nature, there can be no 
totalisation, no synthesis, no completeness. This approach has led to a proposal that is multi-scaled, 
layered, indeterminate and purposfully ambiguous.  The project is strategic in its approach 
to the various layers within the programme - proposing a framework that facilitates tactical maneuvers, 
tweaks, hacks, infilling, appropriation. 

Performative Assemblages is a collage, a bricolage - a coming together of diverse components - 
actors, agents, materials, forces - a multiplicity of assemblages, of varying scales, longevity, 
power and intent that reterritorialise simultaneously  - continually creating new assemblages - 
and it is this act of creating, making, producing, healing, salvaging, bridging, grounding, living, 
working, playing, cultivating that is the performative aspect of the proposal.  But, performativity is 
not only about the result of these actions - the performance, the outcome, the product.  It is also about the 
act of performing these actions - the stylised enactment of identity - the potential outcome of which is a 
strengthening and a centering - a continual redefining of communal identity - an identity that might allow 
for participation, difference and possiblity.

“We are now in the intra-
assemblage.  Its organisation 
is very rich and complex.  
It includes not only the 
territorial assemblage but 
also assembled, territorialised 
functions.”
Deleuze and Guattari, 1987
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This 

discussion is the culmination of an enquiry over the past two years which has looked at metabolic systems within nature as precedents for developing a resilient approach to urbanism and architecture. The metabolic approach considers the relationships between actors as symbiotic 

and circular, such as the symbiosis between fish and plants in an closed aquaponics system, however unlike a closed system, the relatedness of actors and forces that occupy the world is not closed - in fact, it contracts and expands as actors move between territories and cultivate 

new relationships.

 This growing understanding of space as 

histories of inter-relatedness across scales has 

led to an enquiry which encounters the writings 

of Henri Lefebvre, Deleuze and Guattari, 

Doreen Massey, James Corner, Kim Dovey, 

Michel de Certeau, Pierre Bourdieu, Manuel 

DeLanda, Bruno Latour (to name but a few) as 

well as the agendas of Cradle to Cradle, Spatial 

Agency and Landscape Urbanism.  From 

initial context analysis, my understanding of 

space as layered, scaled and inter-related has 

been critical in supporting the development of 

an architectural proposal that allows for social, 

spatial and temporal multiplicity and 

simultaneity.

 This accumulation of theory and practice 

is tested in the development of a strategic 

approach to architecture and urbanism. This 

project aims to offer a programme that is 

layered, scaled and indeterminate. One that 

bridges past, present and possible, bringing together disparate communities and identities in a space that through the contradictory act of extension, creates a centre. This discussion brings together the wide range of 

theoretical positions that have informed the development of this proposition.

Relational Space: Multiplicity and 

Simultaneity

 Conceptualising space as multi-layered, 

historic and related inevitably leads to 

questions of scale and territory.  

Relationships between social, economic, 

political and environmental actors and forces 

occur across an infinite number of scales 

(spatial and temporal) and thus the classic 

dichotomies of local/global, urban/rural, 

public/private and so on is overly simplified 

and dangerously reductive. Doreen Massey, 

recognising this, asks: “whether, in a 

relational and globalised spatiality, 

‘groundedness’, and the search for a situated ethics, must remain tied to notions of the local.  If 

places pose, in highly variable form, the question of our living together in the sense of juxtaposition 

(throwntogetherness), there is also the question of the negotiation of those, equally varied, wider 

relations within which they are constituted.” 

 Henri Lefebvre, throughout his work, has 

explored the notion of inbetween-ness and 

posited a theory of nested scales - (private, 

mixed, global) or local, intermediate and 

global - whereby each scale is related to the 

others, and that all space is a simultaneity of 

temporal narratives which act to superimpose 

multiplicities of both spatial and temporal 

events.  This simple theory has underpinned 

an analytic approach to understandling space whereby the agenda is to avoid reductionism.  Of course, it would be 

impossible for this approach to enable an analysis that includes everything that is and was, and could be - however, 

merely recognising that there are unseen factors and allowing for these is a start - a way towards an 

architecture of multiplicity, 

simultaneity and possibility. 

 In fine art practices, concepts of 

simultaneity, and spatial and temporal 

dimensions have been explored, in 

particular, by cubists, surrealists, futurists.  

Robert Delauney (1885-1941), in his 

windows series explored how the process 

of seeing itself could be recorded.  In 

1912, he wrote: “Without visual 

perception there is no light, no 

movement.... This movement is provided 

by relationships of uneven measures, by 

color contrasts, which constitute Reality.”  

Colour, perceived through light which 

Delauney sees as dynamic, structuring, rhythmic and simultaneous, is the major focus of his work in the 20th Century.  This insight into a world of fluctuating, invisible yet structuring forces can also be seen in the work of the Italian futurist, Umberto Boccioni (1882 - 1916) who became the driving force in developing and publishing the agenda and manifesto of the futurist movement.  
 

 In 1914, he wrote, “While the impressionists make a table to give one particular moment and subordinate the life of the table to its resemblance to this moment, we synthesize 

every moment (time, place, form, color-tone) and thus build the table.”  Boccioni recognised that everything, even  
 

 
 

 
inanimate objects, were in a process of being-becoming - a  

  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
co-evolutionary process of perception, projections and  

  
 

 
 

 
 

 
 

 
 

 
 

 
 

 

experiences. 

 
It is significant that these art movements evolved in the early twentieth century when modernism, and the accompaniment technology that a quickening pace of life embraced, led to a more dynamic   

 
 

 
 

 
 

 
 

 
 

 
experience of life.  Both artists demanded that the tradition of depicting static objects be abandoned for an exploration  

 
 

 
of movement, rhythm, flux and simultaneity.  Boccioni 

coined the 

phrase “physical 

transcendentalism” as a way of 

explaining his approach - one that 

certainly attempted to find new ways of 

representation that reflected the modern 

world.

 However, representation in itself is 

static and merely visualises the dynamic 

forces in place up to and at that point.  

The challenge for architecture, as an 

art-form which by its very nature and 

scale is experienced through inhabitation, is to allow for the possible and the unforeseen.  The practice of architecture and urbanism is at its most successful when it draws from the past and the present, 

but still facilitates the possible.  Stuart Brand cites Winston Churchill’s observation of the process of building and inhabiting, “We shape our buildings, and afterwards our buildings shape us” - a 

sentiment furthered by both Martin Heidegger and Henri Lefebvre - the former in his discussion of dwelling and the domus, the latter in his theory of the spatial triad which conceptualises space as a 

social construct - a reality that is continuously under construction through the participative acts of 

perception, conception and experience. 

 If space is to be understood as 

under continuous construction, it is 

logical to then look at the relationships 

that underpin this construct. Lefebvre 

offers a way of reading and imagining 

space, and the relations within: 

 (i) by abstracting elements of space and society, within a particular scale, and allowing subjects, objects, relationships, activities, agendas to be differentiated; 

 (ii) through this abstraction, relationships across different dimensions and scales can be read and conceived; 

 (iii) through its core tenet of infinite relatedness, it prevents a totalisation of these abstractions - thus, the understanding of space and subsequent conceptions can never be presented or imagined as complete. 

As a basis for a methodology, Lefebvre’s concept of nested scales has the potential to transcend traditional concepts of territory, and to highlight the relatedness of different actors and interdependencies, thus reducing the likelihood of 

fragmentation and exclusion.  More importantly, it builds in open-endedness - a capacity and allowance for a multitude of possibilities - and even more importantly, understands its limitations.

 In his book, Design with Nature, Ian McHarg proposed a methodology of mapping the intricate relationships that constitute a space by extracting physical, social, economic, historical, political, cultural, ecological ‘inventories’ (fig. 5) in order to build a composite picture of values (constraints) which would 

enable a development proposition that was sensitive to the existing, contextual situation.  McHarg’s ‘relative system’ has been hugely influential in design and planning as a rational and visual means of extracting complex socio-economic, physical and ecological data from spatial realities and has played a large role 

in advancing the notion of the urban 

environment as an ecology - as a field 

of dynamic relationships, however it 

has also been criticised for it’s 

“ecological and methodological 

fundamentalism” in that it continues to 

polarise the urban against nature and 

assumes that the parameters resulting 

from the methodology is the correct 

answer without need or room for any 

creative, or aesthetic manipulation. 

 More recently, the emerging 

agenda of landscape urbanism 

considers the urban surface as a unitary field (ie. a ground-plane which includes buildings, roads, open space, habitats etc) that supplants architecture as the ordering mechanism of urbanism.  Territories are porous, and the urban surface is read as a multiplicity of indeterminate relations.  This practice takes forward McHarg’s  
 

 
 thesis however rejects his polarisation of nature and city, proposing 

instead a more integrated and hybridised approach.  This integration of the social, the urban and the natural can be observed in Bernard Tschumi’s Parc de la Villette where a grid of red follies prioritise event and program over stylistic concern .  This ‘point-grid’ distributed “a non-finite number of elements in a space” where   
 

each folie could relate to other folies on the grid (a permeability), as much as it 

could be divisible and relate to its own 

parts.  This layering of axes, points and 

surfaces was intended as a scaled 

multiplicity of relations and events - not 

as a territorialised park in the city, but 

rather as an extension of the cultural 

events and dynamics of the city in the 

park.  

 In Ursus, this approach has been applied through an extended or exploded programme which aims to integrate spaces of production and consumption, through the identification of potential synergies that could highlight relationships and exploit existing material, energy and socio-economic flows.  The 

act of extending is an intangible and immaterial bridging element but also a means of inviting participation in the production of not only elements of theatre, but in the ongoing construction of Ursus’ identity.  In a 

contradictory way, through decentralising the programme and sharing its elements throughout the district, the effect is a centering - a convergence - an assemblage.  This assemblage is not intended to dilute and homogenise the varying constituent identities and components, 

but rather, through gathering and celebrating the diversity of Ursus, create a stronger centre. 

The scaled programme, which finds its zone of intensity in the building proposal, draws inspiration from the indeterminate nature of the programming at Parc de la Villette. Performative Assemblages is a project that is strategic in nature - with clear ambitions of social 

inclusivity and participation - ambitions which by their very nature cannot be designed. The programme is merely a framework - one that taps into the richness of the context and invities opportunities for appropriation and chance. 

Habitus and Performativity

 Pierre Bourdieu has 

conceptualised a theory of identity and 

belonging that prioritises the 

production of identity, reflected by 

lifestyle, as the systematic product of 

habitus which he defines as - “not only 

a structuring structure, which organises 

practices and the perception of 

practices, but also a structured 

structure”  The system of habitus is 

territorialising and stablising - 

enforcing conformity to accepted 

cultural norms which establishes perception of identity and belonging both for subject and onlooker.  Possesion of levels of the various forms 

of symbolic capital (social, economic and cultural) endows the subject 

with status and membership of a certain class of society.  Dovey describes the habitus as a way of knowing the world, a way of understanding social practice and a way of knowing your place in that world - it is “both the condition for the possibility of social practice and the site of its 

reproduction.”  However, habitus is not destiny - just as one can acquire additional capital, so can habitus be changed - upgraded, if one likes.  Bourdieu states: “the habitus, as the Latin indicates, is something non natural, a set of acquired characteristics which are the product of 

social conditions and which, for that reason, may be totally or partially common to people who have been the product of similar social conditions...[however]... it m
ay be changed by history, that is by new experiences, education or training.” 

 In a recent study conducted by the BBC and based on Bourdieu’s theory of habitus, the ‘Great British Class Survey’ (fig. 7) identified seven distinct social groups in the twenty-first century as opposed to the traditional three (upper, middle, working). This ‘reclassifcation’ considered the combination of the different capitals (social, economic and cultural) but recognised varying levels of perceived class and taste such as emerging cultures (gigs, 

gaming, indie) alongside established 

‘highbrow’ culture (jazz, theatre, 

opera), ‘new’ affluence as well as 

inherited wealth and widening social 

circles.  Technology and greater social mobility has enabled aspirational lifestyles that are within reach and this is reflected 

within our identity formation, and associated consumption activities.

 
Whilst the habitus can be considered 

as the structuring system of society, 

the concept of performativity could 

be considered as the embodied 

practice of habitus.  Judith Butler 

conceives of the production of 

identity as a performance - “a 

stylised repetition of acts” and 

borrows the term,   
 

 performativity, expanding it 

from the dictionary definition of 

expressive speech acts to a more 

generalised 

and 

embodied 

expression - speech, 

gestures, 

movements, acts - that 

communicate a 

cultural identity.  Performativity considers 

everyday practices 

as manifestations of “the culturally-scripted character of 

identity, which is 

generated by power through repeated norms and   
 

their transgression.”  However, in discussing Butler’s work, Appadurai suggests that performativity is not simply a reiterated presence but also a projected aspirationary performance, 
 

 
 

 
 

 
 

 
 

 “... it goes back to the idea of the projected, that is, to say 

these things are not 

only ideologies, not only histories that   
 

people automatically propel and enact, but are things that are more visions, utopias and otherwise.”

  
To add further complexity to this   

 
 

discussion, it is worth including Leibniz’s theory of monadology which considers the construction of reality through a virtual system of the individual (the monad) which perceives and reflects that   
 

 
 

 
 

 
 

 
 

 
 

which is external to it.  
 

 
  

 

  
 

  

 
The monadology could be conceived as “something like a hologram which is 

reputed to contain 

the whole image within each fragment” - a virtuality that represents reality through 

perceptions and 

projections.  In other words, identity, as theorised by Butler and Bourdieu, and through the lens of Leibniz’s 

monadology, is a construct and a projection of ourselves and society in space and time - a projection 

which, through signs and symbols, reflects and simultaneously constructs the 

aspirations and expectations of both individual and society.

 Poland has witnessed dramatic changes to its social, 

economic and political life in the past 30 years. 

After the fall of communism, the 

country was thrust 
into 

the free market with a dizzying array of freedom of choice for all. Its supply of ready, cheap labour, and central location made it a viable manufacturing base in Europe and rather 

rapidly, Poland began to westernise, commodify and consume.  Accession to EU membership in 2003 sealed Poland’s enthusiastic embrace of neo-liberal capitalism and subsequently heralded in a period of conspicuous consumption - understandable given the history of 

oppression and restriction.  Politicallly, 

the majority of Poles identify 

themselves as right-wing and with the 

strong influence of the Catholic Church thrown in, this points to a relatively conservative society, albeit an aspirational one and from observation, visibly conformative to the system of habitus as the structuring structure of contemporary Polish social life.

 Spatially, this value system has been made manifest throughout Warsaw.  Speculative office and residential development as well as a reduction in publicly funded communal housing illustrate the move from the public (socialist) to privatisation (capitalist) - however, as with 

much neo-liberal development, this benefits only 

those who can afford it and a significant 

proportion of Warsaw’s poor and low-earners are 

being increasingly marginalised.  In Ursus, the 

proliferation of large single family homes with 

ubiquitous security (walls, dogs, cameras, 

patrolling security vans) juxtaposed with 

post-war communal housing blocks clearly 

demarcate the ‘haves’ from the ‘have-nots’.  Private territories are fiercly defended, and there is a sense that this gated lifestyle is a desirable one rather than a necessary one. (for example, against crime)  The street, once a social and 

communal territory, is diminished, now bounded by walls, electronic gates and barking dogs. Because of the heavy reliance on the car, there is little co-presencing in these neighbourhood streets enhancing the perception that one does not 

belong, that one is out of place. 

 However, this discussion isn’t necessarily 

about the nature of this habitus (whether it is 

one that has been imposed, inherited, 

purchased or chosen), rather what is being 

explored is that despite geographic proximity, 

political affiliation, or national compatriotism, 

through enactment of wildly differing habitus, 

made possible through acquisition of the 

various capitals, these neighbouring Ursus’ 

communities may as well be worlds apart.  The 

tendancy of one neighbourhood to rely on the 

car as the primary mode of transport as 

opposed to the other which might get around 

on foot or public transport means that these communities are unlikely to mix.  
 

 This, as well as the spatial barriers within the district, are the key social and contextual issues in Ursus.  Dovey, referrering to Deleuze and Guattari’s concept of striated and smooth space, states: “Striated space is where identities and spatial practices have become 

stabilised in strictly bounded territories with 

choreographed spatial practices and socially 

controlled identities. Smooth space is 

identified with new movement and instability 

through which stable territories are erased and 

new identities and spatial practices become 

possible.”  The territorial nature of Ursus’ 

character areas seems to correspond with the 

notion of striated space, with the danger being 

that this will further diminish any residual 

sense of community, as well as the quality of 

streets and public spaces.

 Exploration of the habitus and performativity 

as a way of theoretically understanding the 

structuring structure of contemporary social 

life provides a basis for an agenda which seeks 

not to socially engineer an alternative habitus 

but rather to simply identify, highlight and 

celebrate that there is difference and diversity.  

The proposition is a bridging space - a ‘smooth 

space’ - one that facilitates exchange, 

movement, de-territorialisation and brings 

together, spatially and socially, diverse 

communities to a performative common 

ground. How this space is ultimately used 

(socially) remains in the realm of the space of 

possibility. 

 

Strategies + Tactics

The initial approach to this project was affiliated with a Lefebvrian understanding of space as socially produced and lived across a multitude of spatial and temporal scales. Contextual analysis connected local issues with district scale needs (eg. entrepreneurial space requirements) as well as global/supra-state agendas 

(eg. EU waste, energy and water quality regulations). The urban strategy (URS.U.S Urban Synthesis) proposed a programme of layered meanwhile uses - buffering immediate socio-spatial benefits through a system of tactical hacks with a long term strategic view to how these hacks might work towards a local 

socio-economic alongside a global, environmental benefit.

 

 

Within much of Lefebvre’s work, concepts of space, state and territory are inextricably   

 

 

 

intertwined - each is related to the other - and implies the other.  However, while the state and capital try to order 

and rationalise 
space into 

manageable 
territories, at 

the same time, 

diverse social forces 
undermine 

these strategies and 

simultaneously 

produce spaces 
of social and cultural 

relations. This 

brings to mind 
de Certeau’s 

‘strategies and 
tactics’ as a 

conceptualisation of power relations - whereby, a strategy is the 

calculation of power relations by a subject with a panoptic view of 

things, while a tactic is the act of the weak who does not have this view of  

 

the whole in order to plan general strategies, thus is 

limited to 
isolated and 

fragmented actions.  

Strategy: Nodes and 

Bridges

 

The 
performative 

assemblage aims to 

explore this dialogue 

of scaled tactics and 

strategies through a 

heavily layered 

programme which is 

at once both local and 

global, which 

integrates production 

and consumption and 

through decentralising 

the programme, 

bridges Ursus’ distinct 

character areas.  

Analysis of historic 

development and 

present day land-use 

reveal sites of 

opportunity.  At a 

strategic level, these are identified as social nodes and programmatically put aside for service use (eg. public, cultural, educational, religious, health) however without determination thus allowing for changing needs as  
 

 

 

 

Ursus’ population grows and evolves.(fig. 12)  While leftover spaces are also left undetermined, in order for the strategic sites to be viable a 

residential population is required 

thus these inbetween spaces are 

earmarked as primarily residential. 

This strategy aims to put in place a 

situated, evolving framework that 

can adapt around needs, rather than a rigid, essentialist masterplan.  Inbetween spaces are initially inhabited by meanwhile uses (temporary living, farming,  
 

 

working) with a medium to long term view 

towards self 
build housing, 
self build 

workspaces as 

required. The 
proposition 
rejects 

speculative 
building for 

profits sake, 
supporting 

instead a more 

participative, 
inclusive and 

engaging process 

of building 
Ursus. 

 
There are an emerging number of precedents for this type of   

 

 

 

 

approach. At the neighbourhood scale is a housing project for 100 families in Chile called Quinta Monroy by Elemental (Alejandro Aravena) which puts in place an unfinished housing framwork intended for completion by the occupying families who could appropriate and 

adapt the structure to their changing needs. The result is a rich bricolage that is 

representative of the values of the occupants but is unified through its more strategic 

framing and composition. At the city scale, is Almere in the Netherlands - currently under 

construction is Almere Poort whereby the city authorities have put in place infrastructure 

(roads, electricity, lights, sewage etc) and put in place design guidelines which limit 

building envelopes - then, they sell a plot to an individual who is completely free to build 

whatever they wish within that building envelope. The result is a very Dutch aesthetic 

which mixes quirkyness with conservative traditionalism. The city aims to expand the self 

build machine with MVRDV’s masterplan for Almere Oosterwold which they have 

termed DIY Urbanism - again, the idea is to implement an infrastructural framework and 

faciliate an evolving appropriation by end-users.

 

Tactics: Hacking  into Synergies

 
Programmatically, the proposal stems from a traditional producing theatre schedule (which typically includes material and artistic production, as well as the delivery of performances to audiences), building in additional community 

functions relating to food (landscape) and 

education. However, by zooming out to 

the entire district (and potentially to the 

city), key institutions and actors are 

identified for potential synergies with the 

proposal.  Rather than duplicating and 

competing with what is already there, the 

proposition instead hacks into existing 

infrastructures/institutions/flows. This 

hacking occurs on many levels - the use 

of an existing building, the restoration of 

abandoned transport 

infrastructure (rail), 

community food 

production, existing 

production facilities 

(eg. furniture, paint, 

cosmetics), spaces 

of potential audiences/participants (schools, libraries, retail centres) as well as left-over/abandoned/inbetween spaces that have been identified for their nodal and convergent potential.  As well as material synergies which feed into the process of the 

proposal, the programme feeds into existing socio-economic synergies throughout the district. On top of these, somewhat intangible flows, there is a more tangible and material bridging.  Elements of existing structure and cladding are 

dis-assembled and re-assembled in these nodes.  These are the ambassadors.  Their programme and purpose is to decentralise, to landmark, to remind - a hand extended in invitation for productive participation, interrupting, appropriating, 

de-territorialising... 

and centering.
 

The objective of 

the ambassadors 

links back to 
Lefebvre’s 

multi-scalar and historicised concept of space as a social construct of infinite relatedensss.   
 

 

 

 

 

 

 

 

 

 

Each ambassador enacts (performs) different aspects of the programme (production (theatre/food), consumption, marketing, education, play...), extending (scaling) the more densely layered programme that takes place on site.  Their ‘pop-up’ nature (ie. they may be visualised as fields, or bridges but there is not a literal, physical connection) can be likened to Deleuze and Guattari’s concept of 

rhizomatic systems - a horizontal 

network which by its very 

horizontality is more resilient than 

a tree-like vertical organisation.  A 

rhizome “has neither beginning nor 

end, but always a middle (milieu) 

from which it grows and which it 

overspills. It constitutes linear 

multiplicities...” - multiplicities 

which are defined by relatedness to the outside and by their agency (‘lines of flight’) - with the potential to maintain an infinite number of relations and connections.  If one link is broken, another route can be found.  

 
The rhizome is a tactic, a maneuver, an appropriation, a hack 

- not always visible, but as a process, or a system of 

relations, potentially mappable.  As Corner states, “.. 

projecting new urban and regional futures must derives less 

from a utopia of form and more from a                           

 utopia of process - how things work, interact and inter-relate in space and time. Thus, the emphasis shifts from static object-space to the space-time of relational systems”  What the performative assemblages does, through the process of mapping, is to try to find patterns or logics within the relational systems and use these as a contextual basis for intervention.

 
James Corner, as one of the key proponents of the landscape urbanism manifesto, explores the concept of landscape as a scenic or performative field. “Landskip (landscape as contrivance, primarily visual and sometimes also iconic or significant) and landschaft  

 

 

 

 

 

 

 

 

(landscape as an occupied milieu, the effects and significance of which accrue through tactility, use, and engagement over time) ... we 

might say that gardens are defined less by formal appearances that through the activities of gardening, just as agricultural fields derive their form from the logistics of farming, and cities from the flows, processes and forces of urbanisation. In the working landschaft, 
 

 

 

 

 

 

 

 

 performance and event assumes conceptual precedence over appearance and sign”   In much the same way, the strategies proposed in URS.U.S. 

Urban Synthesis placed focus on a layering of 

events, appropriating residual space in order to 

perform a combination of social, economic, 

ecological and spatial programmes.  This 

approach to landscape as a performative, 

multiplicitious milieu engages with the embed-

dedness of cultural, social, political and 

economic systems within natural systems.  

Programmatic indeterminacy and layering 

seems almost an inevitable outcome from this 

approach - although, this ‘inevitability’, in a 

contradictory way, facilitates uncertainty, 

instability and possibility. 

 In the urban strategy that underpins the building proposition, the Arts as a Catalyst is one of these layers, however rather than the typical excessive, elitist arts-based regeneration which has seen the transformation of post-industrial sites into speculative high-end residential and mixed use ‘quarters’, in Ursus, the arts are proposed as, initially, a layer over the existing infrastructural and productive processes on site.  Performative Assemblages aims   

 

 

 

 

to push this a little further, building on from the discussion of habitus and performativity, through the integration  
 

 

 

of an indeterminate building/masterplan programme within a wider urban landscape programme comprising event, 

infill, centering 

and bridging. 

The combina-
tion of strategic 

programming 

and tactical 
appropriation 

aims to destabilise 
traditional 

concepts of 

territories/zoning and invite participation.  The use of an existing historic building 

as the centering 

point of these ambassadorial components creates an intensity of activity and social encounter.   
 

 

 

 

 

 

 

The choice of site close to the train station (already an active place) is a deliberate one and intended to 
 

 

 

 

 

 strengthen the performance of this neighbourhood as the geographic, social, economic and symbolic centre of Ursus.

 
The programme is an intensive, and extensive layering of productive and consumptive activities. Primary production processes relate to the production of theatre (sets, props,  

 

 

 

costume etc) which are resourced throughout the district, gathered, and assembled on site. This overlaps secondary production processes relating to energy (eg. food), waste and water within which a circular economy creates a symbiotic flow of resources and energy.  A further layer within the programme involves both on- and off-site consumption of produce (theatre, food, water).  And, integrated within all of this - inhabitation -  

 

 

 

 a mix of permanent and temporary residential use, as well as guest accommodation and complementary enterprise units. 

Performative Landscape

 
Underpinning the 

theatrical and material flows and 

processes is a landscape strategy 

that aims to instigate a field of 

performative commons - spaces 

of exchange, creativity and 

cultivation. Shane refers to 

Charles Waldheim’s view of 

landscape urbanism “as an 

interstitial discipline, operating in the spaces between buildings, infrastructural systems and natural ecologies” - in other words, a binding agent - acting to  
 

 

 

unify disparate environments and communities.  Ursus has many void spaces - remenants of its morphological restructuring in the latter years of communism, victims of recent speculative purchases and subsequent demolition (Celtic) as well as inbetween, leftover, forgotten spaces that have simply  
 

 

 

not yet been developed - remenants of pre-war agrarian Ursus.  

Ignoring the potentially contentious issue of land ownerships and permissions, a wider landscape strategy proposes a programme ranging from short-term appropropriation (gardens, allotments, play-space) as well as ‘let’s 

see what happens’ interventions that envisage a programme of wildernessing - afforestation, wild-life, biodiversity that might naturally correct some of the damage done to the surface in the past 80 years, whilst providing 

some much needed leisure and 

play-space.  Long term proposi-

tions view larger tracts of land 

as supporting sustainable energy, 

waste and water systems in the 

district, in parrallel with the 

significant proporition of land in 

the district currently involved in 

food production.

 
At the site scale, and 

stemming from the allotments 

and bioremediation propositions 

within the URS.U.S. Urban 

Synthesis Strategy, the land 

adjacent to the primary site is examined further for its potential to act as more than simply a place for growing food or healing the ground. Whilst these are productive  and  

 

 

performative processes within themselves, the proposition considers a way of integrating these external performances with the internal and social performances taking place internally.  

And, like the 
agenda 

of the ambassadorial programme - a centering extension - this is a contradictory, uncertain and unstable landscape of exchange and movement, growing and extracting, destroying and healing, past and present - give and take.  Acts of building and extracting, underpinned by an overlaying of past and present (neighbourhood grids) create small nodes (opportunities) with inbetween spaces appropriated (hacked) for productive and  
 

 

social use.  The proposition is, in effect, a scaled down version of the masterplan scale strategies and tactics - putting in place a framework,  
 

 

 

 

 

inviting participation and then - see what happens.

 

“We are now in the intra-assemblage.  Its organisation is very rich and complex.  It includes not only the territorial assemblage but also assembled, territorialised functions.” 

Deleuze and Guattari, 1987:356

 This discussion has explored concepts of social space as a 

constructed milieu of relationships, histories, and desires lived within expanding and contracting                          territories of scaled space and time.  This space of relations is often a 

product of habitus - a structuring structure which acts to territorialise, and 

mark boundaries but without delimiting aspiration.  The building 

proposition is a strategic assemblage of synergies which aims to create potential sites for tactical deterritoralisationn - a rhizomatic assemblage layering scaled programmes of production and consumption - integrated into and interupting the everyday.  It is the concept of assemblages which theoretically and metaphorically aims to create a 

synthesis of sorts between the various theoretical discussions thus far.

 
At this point of commencing a discussion on 

assemblages, it is important to reiterate that this 

project is not proposed as a synthesis - rather the 

use of the word ‘synthesis’ refers both to the 

concept of assemblage in general but more so to 

bringing these ideas together - a sort of concluding 

summary.  If we consider Lefebvre’s construction 

of space as a continual process of the conceived, 

perceived and experienced, or in other words - a process of being-becoming, then it is impossible to ever gain a totality of comprehension.  In The Right to the City, Lefebvre states, “Descriptions, analysis and                                   attempts at synthesis can never be passed off 

as being exhaustive or definitive.”  Furthering 

this discussion in The Production of Space, he 

proposes a unitary theory as a 

conceptualisation that “in no way aspires to 

the status of a completed ‘totality’, and 

even less to that of a ‘system’ or 

‘synthesis’.”  This concept of 

incompleteness resonates with the 

underlying message in Stuart Brand’s ‘How buildings learn’ which argued for the recognition that an architectural project is never complete. It is always under construction - even through its decay 

and deconstruction - it is never static, 

never fixed, never complete.

 

Manuel DeLanda has taken Deleuze and Guattari’s introduction to the concept of 

assemblages in A Thousand Plateaus and moulded it into a more rounded theory of 

social complexity.   Just as Lefebvre’s theory of nested scales attempts to 

avoid reductionism through understanding an unlimited space of relatedness 

across scales and time, assemblage theory rejects the essentialist Hegelian 

notion of relations of interiority, - of parts and wholes whereby component 

parts are constituted by their relations to other parts within the whole.  

Assemblage Theory aligns itself to a theory of wholes characterised by relations of exteriority which allows for an infinite                                 number of assemblages, across scales, across time and can be at once both 

material and expressive.  
Assemblages may have varying 

levels of durability and longevity 

(eg. nation states, institutions, 

family, eco-system) or may be 

fleeting and ephemeral (eg. a conversation, a flavour, a smell, a theatrical performance).  Component parts 

have agency (unlike actors in Latour’s Actor Network Theory) 

and may act to stabilise (territorialise) or de-stabilise the 

assemblage through processes of 

deterritorialisation (eg. aspiration, evolution, 

revolution).  Components may then be recombined, 

aggregated, mixed into new assemblages through 

processes of reterritorialisation.  Components may 

be members of an infinite number of assemblages 

that exist across scales and time.  The theory considers assemblages as co-evolutionary and places focus on the historic and contingent processes that produce them. 

 The work of artist, Kurt Schwitters has explored 

the notion of assemblage through his theory and 

practice of Merz - a process of collecting and using everyday materials in collages, assemblages, sculptures and installations.  For example, in “Picture of Spatial Growths - Picture with Two Small Dogs’ (fig. 17), the assemblage of discarded 

rubbish and printed ephemera was begun in Germany in 1920.  In 1937, 

having fled Nazi Germany, he added layers of 

Norwegian material: theatre tickets, scraps of lace, 

a box with two china dogs etc.  This layering 

reflects the story of the artist’s journey into exile.  

Component parts were evaluated equally leading to 

non-hierarchical relationships between diverse 

ingredients such as 

rubbish, wood, tin, paint, paper and so on.  However, while his choice and proportionate use of materials might have been unbiased, his preference for an 

ordered and geometrical composition, and particular typographic phrases reveals an agency underlying the resultant arrangment of his Merz assemblages and collages.  As with the earlier discussion of 

Delaunay and Boccioni, Schwitters work is fascinating in its capture of a simultaneous and layered process - a being-becoming - but, again it is limited in its capacity for the possible (other than the 

variable reading of the work by beholders).  In an architectural 

assemblage, there is a much more complex and uncertain set of 

relations that participate in the being-becoming - the nature of which 

cannot be foreseen - only understood as possible, and facilitated.

 
In this project, the approach has been, through mapping, to try 

and understand the agency, fields, forces and influences that are 

component parts of Ursus - co-evolutionary components that have 

contributed to the assemblages that are in a constant state of 

being-becoming today.  This analysis is by no means conclusive 

however it has enabled a spatial agency that aims to make tangible the contributory social and spatial morphology.  The process of overlaying Ursus’ past, present, proposed and appropriated street patterns has                                           revealed an assemblage of overlaid grids which, with the objective of 

softening the domination of the factory grid, revealed potential nodes and opportunities.  Programmatically, the building proposition literally assembles theatre components - gathered and resourced both on- and off-site.                 
The building itself is an assemblage - a hotch-potch of structures and styles, 

a narrative of industrial history and process - a story of multiple reterritorialisations to meet changing needs.  The performative aspect of all of these assemblages - producing, consuming, healing, cultivating, exchanging, 
 

 bridging, centering, extending, grounding - is the essence of this project - 

Performative Assemblages.

performative _ pərˈfôrmətiv
adj 
Linguistics & Philosophy

: relating to or denoting an utterance by means of which the speaker    
performs a particular act

as·sem·blage _ ə-ˈsem-blij
noun

 :  a collection of persons or things : gathering
 :  the act of assembling : the state of being assembled
 :  an artistic composition made from scraps, junk, and odds and ends
 :  the art of making assemblages

Performative Assemblages is a proposal that aims to blur the boundaries between industrial 
(production) and residential (consumption) use through scaled, layered and indeterminate 
programmes that allow for simultaneous and multiplicitous spaces of social and ecological 
performativity.

The project takes Henri Lefebvre’s Nested Scale theory as a basis for a methodology that works across 
scales, across time and across programmes.  This theory of nested scales conceptualises space, and 
its varying degrees of private and public (local/global, rural/urban), as infinitely related - these scales are 
defined and implied by their relatedness to others - and because of their infinite nature, there can be no 
totalisation, no synthesis, no completeness. This approach has led to a proposal that is multi-scaled, 
layered, indeterminate and purposfully ambiguous.  The project is strategic in its approach 
to the various layers within the programme - proposing a framework that facilitates tactical maneuvers, 
tweaks, hacks, infilling, appropriation. 

Performative Assemblages is a collage, a bricolage - a coming together of diverse components - 
actors, agents, materials, forces - a multiplicity of assemblages, of varying scales, longevity, 
power and intent that reterritorialise simultaneously  - continually creating new assemblages - 
and it is this act of creating, making, producing, healing, salvaging, bridging, grounding, living, 
working, playing, cultivating that is the performative aspect of the proposal.  But, performativity is 
not only about the result of these actions - the performance, the outcome, the product.  It is also about the 
act of performing these actions - the stylised enactment of identity - the potential outcome of which is a 
strengthening and a centering - a continual redefining of communal identity - an identity that might allow 
for participation, difference and possiblity.

architectural discussion_ assemblages
Bringing all of this together is the concept of 
assemblages - a theory first put forward by Delueze 
and Guattari and developed further by Manuel 
DeLanda. Just as Lefebvre’s theory of nested 
scales attempts to avoid reductionism through 
understanding an unlimited space of relatedness 
across scales and time, assemblage theory rejects 
the essentialist Hegelian notion of relations of 
interiority, - of parts and wholes whereby component 
parts are constituted by their relations to other parts 
within the whole. 

Assemblage Theory aligns itself to a theory of 
wholes characterised by relations of exteriority which 
allows for an infinite number of assemblages, across 
scales, across time and can be at once both material 
and expressive.  Assemblages may have varying 
levels of durability and longevity (eg. nation states, 
institutions, family, eco-system) or may be fleeting 
and ephemeral (eg. a conversation, a flavour, a smell, 
a theatrical performance). The theory considers 
assemblages as co-evolutionary and places focus on 
the historic and contingent processes that produce 
them

Programmatically, the building proposition literally 
assembles theatre components - gathered and 
resourced both on- and off-site.  The building itself 
is an assemblage - a hotch-potch of structures 
and styles, a narrative of industrial history and 
process - a story of multiple reterritorialisations to 
meet changing needs.  The performative aspect of 
all of these assemblages - producing, consuming, 
healing, cultivating, exchanging, bridging, centering, 
extending, grounding - is the essence of this project 
- Performative Assemblages.


