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ANT and architectural sketching processes  
1 Definitions
In the following I will try to define what actor-network-theory is and what its relevance might be. I will guide you through the main concepts and show the application of the theory on a couple of very small case-studies related to the process of architectural sketching taking place in my office. Finally I will discuss some learning from the application of the theory. ANT is a very simple theoretical construction with a limited vocabulary. It is a smart perspective – when once you have got the point. It is a sociological method which is applicable on the field of architecture and it might help us understanding our profession a lot better. There is a never ending debate going on whether architects should employ sociologist methods or not or whether we should better leave it to the sociologists to research in the sociology of the architectural field. It is my conviction that cross-over disciplines are potentially fruitful and that crossing the borders can be initiated from the architectural point of departure as well as from the opposite part. After all we are in possession of inside information.
When I was a smoker many years ago someone confronted me with a silly but puzzling joke: Are you smoking the cigarette or is it the cigarette smoking you? I found it really hard to give a clear answer. There are obviously two actors involved: One taking action and one causing the action. They are acting together. How primitive this example is, it might serve to be the very first introduction to the thinking of ANT. ANT addresses the dialectical relationship between humans and things in a very methodical manner. The main reason to employ ANT in architectural research is that it provides a way to analyse how architecture emerges, evolves and becomes an associating factor in the social life of human beings. Why is that relevant? I would claim that understanding the implications of professional architectural decisions is getting increasingly important. What we do have consequences. Our competencies are powerful. We are centrally placed decision-makers in the building process and we are responsible for not only half of the total consumption of natural resources but also the shaping and the social effects of our physical surroundings. We must be conscious about how we make our decisions.  ¤
We are actors but we and our products are also media for other actors for instance financial, juridical, and political. In this way we are hugely involved in the construction of our society. We are indirectly producing social and cultural behaviour. To quote Winston Churchill: 'We shape the buildings - afterwards the buildings shape us'. In this quote he was anticipating ANT and capturing its essence. Cities and buildings are organizing, collecting and dividing people all the time. Democracy is impossible without parliament buildings. Building typologies and monuments define our cultural identity by existing as a common memory for people. A spectacular museum can change the status of a worn-out industrial city. School architecture influences on the behaviour of children. The spatial organisation of a house generate specific habits like spending too much time in the bathroom, not whistling in an open office or inviting mother-in-law only once a year. Social territories are almost always negotiated within an architectural geography. ¤
Mediation

All human activity is materially mediated. It is unique for mankind that we are able to 'extend' our bodies with artefacts. A fence is a place-holding substitute for the physical presence of a human body fighting for a territory and so is the final sale document of a house. Wooden poles or paper-documents are media we use to maintain our social relations while monkeys will have continuously to invest their whole bodily presence in order to maintain their social relations - which are basically awfully similar to ours. ¤
Mediators

I will give some examples which can make it clear what ANT is all about: The classical ANT example deals with the relationship between a man and a gun: If somebody get shot, which of the two is to blame - the man or the gun? Ideally the man has a free will to choose if he wants to use the gun or not but if he is threatened or angry he might shoot somebody even if he had not planned to do so. Well, 'who dunnit?' - is the action caused by the man or the gun? The ANT answer would be that the responsibility should be shared between two actors: the man and the gun. Both are granted agency and together they are forming an unstable relationship. According to the ANT-terminology the gun is a mediator which means an instance that changes the meaning or the state of an actor. An actor is everything human or non-human that act or get activity from others – by relations and alliances. ¤
Now, to grasp the relevance immediately, try to replace the man and the gun with an architect and her tools: paper, pencils, computers, cardboard and cutters. I think that everyone will agree that the outcome of this human-material relationship is highly unpredictable. These tools are mediators transforming your intentions and changing your decisions. I think that it is obvious that the media we use for generating architectural objects like analogue or digital models and drawings influence on our professional decisions. In this respect they become a crucial co-producing factor. Introducing a piece of computer-software like Rhino will, guaranteed, result in full scale blobs and architects will be lining up to be the first to create them for - to paraphrase Bill Clinton - the worst of all possible reasons: Because they can! Things happen. Architecture happens. But exactly how does it happen?  ¤
The ANT-perspective might help us understand how our society evolves by studying the interaction between humans and things. A well known example, which has been revealed even without ANT, is the seducing way cars have transformed our cities: Cars suddenly come into existence. They are tempting, prestigious, even sexually appealing. Cars become a coproducing factor in urban development when men argue that their children need a garden to play in, when they move to areas far from the city centre, when they carelessly incur a transportation problem, when they joyfully solve it by buying a shiny new car. Owning a car is the agenda and urban sprawl is the final result. Who is responsible – people or cars? And was this result predictable or did it just happen? The ANT approach might have the potential to improve the planning of buildings or urban entities by mapping actors, mapping stakeholders, both humans and non-humans, including things and geographic elements on an equal basis. In this way you might be able to predict possible dynamic relationships which can serve as drivers in a development process. However, realized examples of the utilisation of ANT in architectural or planning practice are yet scarce. We are pioneers. ¤
Generalised symmetry
The ANT approach would not be interested in knowing why people smoke cigarettes, fall in love with cars or blob-architecture but rather in describing how it happens. In this respect ANT is a kind of positivistic approach. It has been developed through the anthropological investigation in the activities taking place in scientific laboratories. It is a sought 'idiotic' approach where you insist in knowing as little as possible in advance. You observe and register what happens and afterwards you can use your registrations to describe how it really did happen. No writing-desk theories, no interpretation, but hopefully a lot of surprise! In order to obtain this unbiased information the methodology of ANT is kept strictly empirical using the fieldwork methods of anthropology with one extremely important addition: non-human things, objects, and artefacts are registered equally instead of focusing exclusively on human behaviour. This is the methodological implementation of what is called the principle of generalized symmetry. This means keeping an eye on you and the cigarette, the man and the gun, the architect and the computer. 
The French anthropologist, sociologist, and philosopher Bruno Latour who is the most prominent of the inventors of ANT have said that there are two things he regrets about the ANT-concept: the word network and the word theory: Firstly because it is not a theory but a method, and secondly because 'network' is a term which is also used by many other discourses. He suggests instead the sonorous term 'Actor Rhizome Ontology'. I will explain that shortly – not to make the subject become more complicated but to provide a kind of diagrammatic explanation:  ¤
Rhizome

ANT is inspired by Deleuze and Guattari's notion of the rhizome. Think of society as a rhizome structure: There are no hierarchies, no enclosures (a body without organs) - every point is connectable with any other through many parts even across time and space. ANT is about tracing processes in this rhizomatic structure by following actors – human and non-human - through the network. According to Latour sociology is about following. You can trace a social network by following anything you want: Follow the money! Follow the energy! Follow the competencies! Follow the friendship! It is particularly stimulating to follow something you conceive of as being totally abstract or completely conceptual because you will get surprised how mediated by objects social relations always are. Almost all human relations prove to be completely entangled in all kinds of material things – sex on the beach being a prominent exception. ¤
Translations

If one focuses on a particular area of the rhizomatic network it becomes clear that human activity at any level consist of long chains of material translations by means of mediators. These mediators and the transformations they cause have to be discovered by close observation. This is where the ANT-perspective gets a second metaphorical meaning, referring to the small insect that forces the terrain very slowly and very close to the ground. It makes sense to call it 'ant' instead of A.N.T. Another metaphor: Latour compares the registration with a ride in the metro except that you will have to shift to a new wagon at each station. When you are following a subject through the network you are able to register the various material vehicles that are transporting (mediating) the subject of interest.  ¤

In his book Reassembling the Social, Latour gives an example of a transformation chain: He follows a political opinion through its processes of translation. A woman reads a newspaper (the opinions are mediated by print and paper), she reacts by adopting an opinion and at the voting place she fills out a ballot paper (her opinion is now translated into paper and the line of a pencil), the ballot papers are counted (the opinion is pooled with others and translated into numbers), the voting result is transmitted in television (the opinion is translated into electric light, glass, electronics and plastics). In my cases I have followed the architectural motive through its chain of mediated translations in the sketching process: How the architectural concept transports itself by vehicles like paper, computer, photo, model etc. ¤
Black-box

There are of course also elements in the chains of translations which does not transform the meaning but faithfully produce a predictable output. Those are referred to as intermediaries. An example might be the machinery of a computer or a copy machine which, as long as it works, can be considered a black box. A black box is a network that, no matter how complex, works as a unity in another network. Its internal processes only become a matter of concern when it stops producing a predictable output or it breaks down. In architectural production computers and drawing-programs can be considered black-boxed networks to which we do not have to pay attention as long as they do not make us act in unpredictable ways. Seen from other networks, such as the financial, architecture itself is sometimes considered a black box – it is merely a production factor with an internal complexity you do not have to understand in details in order to make the right decisions. ¤
Flatland

The principle of studying social-material relations by following actors along the footpath of the ant through the rhizomatic structure is supported by the flatland metaphor which means that no jumping from one point in the network to another is allowed because of a completely 2-dimensional geography of registration. Imagine the X-dimensional real world projected on a 2-dimensional surface. This is what guarantees that any mediating process is accounted for by direct observation. You stick to the ground. You can follow any activity as far as you want and you can start anywhere but no matter where you start you will have to register every each of the translation processes that take place in your particular field of registration. You cannot shop around. If you do, you will not be able to assemble a true picture of the network.  ¤
Stabilisation
Latour argues strongly that the all the dichotomies of the enlightenment project as well as the modernism only exist as purely ideal instances – for instance matter and spirit, nature and culture, science and belief. This can be visualised in a T-shaped coordinate-system with time on the vertical axis and the nature-culture polarity on the horizontal. As soon as any process or phenomenon is observed and registered symmetrically it seems that idea and matter are never separated but are in fact always integrated. New phenomena, like scientific inventions or architectural concepts, evolve through a process of stabilisation. These stabilisation processes are what Latour refers to as the ontology of the network – the socio-material history of a phenomenon. Once an invention comes into existence it will have to find its place in a hybrid socio-material network. They will become essential by getting integrated through the way they are used, and by the cultural sense they are able to produce. Some inventions like the internet have been stabilised rapidly: In very few years it has passed all the levels from existence to essence. Phenomena which are attributed to nature, for instance medicine, are stabilised as a part of culture. Phenomena which are attributed to culture, for instance democracy or circumcision are stabilised as 'natural'. Architectural concepts are stabilised as kvasi-objects – half idea, half artefact: Models and drawings. In this way, the culture-nature dichotomy also shows to be purely ideal.  ¤

Ontology of buildings

Buildings can be seen as emerging socio-material hybrids in a similar process when they are generated on the construction-site and materials are organised - informed by architectural drawings. When a new building is taken into use it looks and feels strange, and for a long time it offers resistance to the ingrained habits of the users. At last it will be stabilised as a 'natural' part of the 'culture' – and notice how meaningless those concepts are when a phenomenon has reached the level of essence.  ¤ 
2. Case studies
Motive
Until now there have been very few attempts to apply the ANT-method to the field of architecture. So which actors should one follow? As a pioneer I chose to follow the architectural motive because I, more or less intuitively, considered architectural motives a central part of our profession. Thus, the title of the thesis was: 'The Architectural Motive in the Actor-Network of Sketching' and the research question was to investigate how the notion of the motive would be defined in an ANT-perspective. At least between colleagues we are using the vaguely defined notion 'motive' to communicate our intentions and if the narrative quality is significant enough we also use it in communication with clients. The architectural motive can broadly be defined as the numerous narrative metaphors we use when we talk about architectural shape. This also includes any kind of abstract figurations as well as culturally defined typologies. ¤
Methodology

The method of ANT is strictly empirical. You follow the rules of symmetric anthropological registration which means that you are not prioritising any specific focus and you are registering humans and objects equally. It is therefore somewhat contradictory to make the choice of following a particular actor. However, this mistake is neutralised by the 'idiotic' attitude that will rather serve to dissolute the concept in a materially mediated process and reassemble it offering a new definition and a new understanding. This was exactly what happened when I examined the architectural motive. In the period of registration I simply observed collective sketching sessions, wrote my observations down as soon as possible, and collected the drawings involved for documentation. A big advantage was that the empiricism was right at hand in my office. Two more rules: It is important to follow your own registration in order to remain unbiased – the investigation must never turn into an illustration. Finally it is important to evaluate the registration by letting the registered individuals or interviewed persons read and comment the registration. ¤
I admit that the scope of this analysis is very narrow as it covers the smallest imaginable actor-network of architecture. However, an ANT analysis always starts in the middle of things. Everything is connected and therefore you can start tracing the network associations wherever you want. Some other investigation might have started anywhere else and followed processes in other parts of the network of architecture. The course of the sketching process itself can be seen as an action initiated by external networks. In this respect it is important to notice that in ANT the notion of context is not relevant: You just trace the network processes further and then you get just as much context you may want. ¤ 
Case 1: Stabilisation
Sketching the figuration of a joint between elements 
The scene is taking place in the office of Vandkunsten. Two architects are working with a façade for a low-cost prefabricated housing project with timber frame slabs which are assembled on site. The joints remain visible and it is important to avoid a crossing sealant because it will look cheap and give associations to 'plattenbau'. In this way the situation is inscribed in a more comprehensive network including sales, customers, contractors, architectural references etc. 
All though the network is endless and everything is connectable it must always be observed locally. Every action in the short sequence is observed and registered – remember we are in the flatlands. Usually anthropological research implies months or even years of registration. This is nothing but a pilot research so the sessions last only an hour or less. ¤
One of the registrations goes like this:
Kim is having a tacit internal dialogue by means of the computer. He is sketching a façade and searching for the right composition in an iterative process of trial and error. After a while a figuration on his screen is intuitively causing a reaction. At this point he just knows that what he sees is looking aesthetically appealing, he prints it and says:
Kim: Try and look, I think I've got something interesting. I have tried to incorporate a shift in the joint between the top and bottom front element, to avoid crossing sealants that reveal too clearly that this is a prefab construction. It will look terrible if there's crossing joints. 

Søren (pointing to the screen): Yes, the zigzag line of the joint provides a nice zipper-like motive, where the top and bottom element meet in their different materiality. How does it look if a customer chooses to purchase a shed or a carport (which is available as an option)? 

Søren is giving Kim's motive a name which means that it is now identified as an object. Further does he start asking for the potential of the motive.
Kim: Then you add it here (pointing to the screen).  ¤ 

Søren: Wasn't it better if the joint and covering was identical to the outline of the shed? I fear that we can't defend the zipper-motive, if we don't have a functional and technical alibi. To make the shift in the outline of the joint does not exactly make the elements cheaper. If the joint is identical with the outline of the shed you have in advance the covering that you will otherwise have to cut with great difficulty in case we are to mount a shed after the completion. And as long there isn't built any shed from the start it will make sense as a mounting surface for a future shed. Why don't we just flip the joint? (Søren draws on a printed copy).  ¤
Søren discover that the motive does not work when adding a shed and manipulates its shape drawing on a print in order to make it prepared for adding a shed. At this point the abstract figuration becomes a sign of a technical solution. What was pointed out as aesthetically appealing, is giving a specific meaning which will support the motive when presented for estate agents and contractors. This means that the motive establishes associations to other parts of the network. 
Kim: Yes, but then I can't make a French balcony on the first floor. 

Kim is now making another motive relevant and it seems that the two motives are not compatible.

Søren: But couldn't both the windows on the 1.st floor just be identical – that would also simplify the window project and make it less expensive. I think that the joint motive is more important to save (again drawing on the print). 

Søren is now cynically killing the balcony motive stating that the changes in favour of the zipper motive is making the whole project more rational. In this way he is connecting the motive to the network of the client by paying attention to the budget.
Kim: Ok, I'll give it a try ... I just thought there was a quality about those French balconies - seen from the inside. But anyway – most likely it will be necessary to flip the joint anyway to observe the maximal transportation dimensions.  ¤
Kim is half-heartedly defending the balcony motive which is competing with the zipper motive but has to surrender as it cannot beat the zipper on price and assembling technique. Eventually the zipper motive wins the battle by also being associated with the transportation process. Finally the changes from the drawing on the print are transferred to the computer-drawing.  ¤
Parallel mediation
My registration is symmetric and that means that there is given full account for any material media involved. I registered a number of six cases and each of them confirmed that the sketching process takes place as an iterative pendling between the computer and the paper-media. The changes made with pen on paper are transferred to the computer-media in a perpetual cycle. The same generative regime were found in a number of cases and it seems to be a rule that architectural sketching is taking place as a parallel mediation in which the architects alternate between two media both of them causing new reaction and action. The media can be hand-drawing and computer, models in different scales, plan and section, or computer and computer.  ¤
Stabilisation process
What I found was that the sketching process evolves according to a characteristic pattern. Three steps in the process of stabilisation were identified and can be described as the following:
1. Conception: 

The search for a motive - or at least an identifying shape – is going on inside the individual architect in a dialogue with the media. Some motive of interest is recognised on a preconscious level. When once identified by getting a name it is reified, made into an object and becomes a possible mediating actor – a mediator. 
2. Acceptance
The found motive will have to be compared to other competing motives - from the sketching process or from references which can be either positive or negative. An alliance is made between the architect and the motive based on emotions and identification.
3. Hardening
Now the motive is dominating the architect's actions. The architect is working full time for the motive in order to harden it by improving its performance. It is tested for functionality, for building compatibility, for keeping the budget, for logistic matters, for recognisability. The motive gets gradually enriched when solutions to any problem are found and corrections have been made. The architectural motive keeps a multiplicity of associations to other parts of the network fixated in a particular shape in a particular media. Eventually the stabilised motive can stand for a presentation in front of a client, a contractor or a critical colleague in the shape of an architectural object – usually a drawing or a scale model.  ¤
Architectors and obligatory passages
It was found that the stabilised motive can be seen as a depository for all kind of solutions which can make different kinds of stakeholders accept it. In ANT-terms this means to form a knot in the social network. The motive that identifies the architectural object has the power to connect a multiplicity of other parts of the network: financial, juridical, political, commercial. The product of this stabilisation process is what Katrine Lotz has called an architector. An architector is an architectural object which cannot be ignored by the external networks conditioning the architecture. It's very presence and materiality and it's affordances in terms of providing solutions have to be able to set the agenda in order to survive - it has to be established as an obligatory passage. In order to obtain this character the architect must continuously maintain the relevance of the architector by solving any controversy that arises in the integration with other networks. My cases did not include the registration of the actual meetings with clients and engineers etc. but it would definitely be possible to extend the network by following the motive in its further movements and material translations.  ¤
Case 2: references
This case is described only shortly. It is a sketching session for a façade of a 7 storey housing scheme. The media are similar to that in case 1 but in this case references working as mediators are introduced. ¤ Solutions for changing a façade in order to make it cheaper are discussed with computer-renderings as media. During the discussion references to other buildings are introduced mediated by photocopies. ¤ Several solutions are rejected and in the search for alternative motives are pictures of reference projects put on the table: The principles of the reference buildings are transferred to the computer-renderings using pen and paper. ¤ Eventually a very promising motive was rejected because the resemblance between our project and a project by a competing office became too obvious. ¤ It became an anti-reference. This shows that a motive, in order to survive, not only has to possess an aesthetical attraction but also a certain degree of originality. This indicates that each architect office has its own socio-material province in the architectural network. ¤
Perspectives
The findings of these case-studies may not seem to be breaking news but they are very constructive. Now that we have gained more knowledge of how the dialectical relationship between architects and media is generating architectural objects we can try to deduce which strategies might work in order to strengthen both our competencies and our professional position in the co-existence with other interests.
In terms of ANT a good architect is an architect who is able to connect all relevant parts of the network. In order to do this your core competencies must be:
1. Achieve virtuosity in the use of the media – not only to provide selling visualisations but also to provide effective mediators to cause your own next action. Architectural talent implies the ability to maintain an eloquent dialogue with the media.  ¤
2. Be ready to mobilise references as mediators. This includes also the maintenance of an intra-psychological network loaded with memorized buildings and materially mediated experiences. They do not have to appear physically to cause an action. However, it is a problem to observe them using the method of symmetric registration when they are not rendered visible or explicated in spoken words. The maintenance of an arsenal of references actualizes the relevance of study-trips, architectural history, architectural magazines and open office studios to make the exchange of references easier. ¤
3. Establishing associations: This means that you should be able to research in and familiarize with processes of other relevant networks: User patterns, construction technique, financing, building law, sale, building logistic, economy, all factors which are normally attributed to the professionalization of architects. 
One may notice that it is surprising how strongly the ANT perspective supports and confirms the classical virtues of the architect. The perspective of generalized symmetry might be revolutionary in itself but the learning from the analysis can very well support a rather conservative understanding of architectural competencies (which does not at all mean 'conservative' architecture). ¤
Architects as connectors

However, it may in some ways also lead to a new understanding: As an architect, think of yourself as a connector. As long as the architect has the ownership to the mediating process she has a specific competence in developing objects which connects a multiplicity of other networks. Think of your project as an 'architector' – a particular construction with a particular shape in a particular media which are prepared to resist any objection and criticism by attaching tightly to the other stakeholders in the process of building. Use the controversies as mediators in your sketching process. Praise obstacles rather than curse them! Map the stakeholders as soon as possible and pay them off and pay them out. In this way you can allow yourself to satisfy their needs without necessarily giving them what they think they want and you become the controller of the architectural network rather than a medium for others.  
It may sound like a Machiavellian strategic game of power. However, seen from any position in the external network the efforts of the architect to establish controlling associations will only be positively defined as 'collaboration, preparedness, empathy and interest'. On the basis of my professional experience I can assure that most other actors have no higher wishes than being well connected to the project – the 'architector'. Latour uses the metaphor of the puppeteer because actors are mutually connected and has to coordinate their movements complementary. This goes definitely for building processes - you have to establish strings to pull.  ¤
Programming

That is why it pays so well at the very start of a building process to engage in letting the interests of clients, experts, estate agents and engineers inform the sketching process. Programming is not only about listing functional affordances but rather about the mapping of interests. If you, as architect, can clarify the interests of for instance the client and associate yourself with them you have the optimal basis for the sketching process. If you do not sympathise, do not engage in the project. Never force yourself to draw a skyscraper. In a competition you will have to read carefully behind the lines of the written program in order to decipher the core interests. Once you have identified the interests you might be able to work beyond the scope of the program and potentially end up with a truly original proposal. If they ask for a skyscraper reinterpret the programme. No one really wants a skyscraper they just do not know what they want – instead draw something they did not know that they want. A well known example might be the Tietgen College by Lundgård and Tranberg and how they got away with breaking the rules of the local plan by making a circular building instead of a rectangular. That was indeed a great architector.  ¤
Controlling the tools
However, it is not enough to control the associations to external networks and references. You will also have to control your own reactions to your own tools: Experiences from ANT analysis might be able to produce a critical stance towards architect's use of technology. When looking upon the abundance of computer-programmes intensely facilitating the use of fancy geometries one may ask if we are able to control our own reaction to this affluence of tools. What we are witnessing is a process of stabilisation, not of an architectural concept but of an architectural media, evolving through a number of levels from existence to essence. Latour uses the example of Boyle's invention of the vacuum which was closely related to the invention of a material media - an airpump. In the beginning there was no other use for it but to be presented on market places as a curiosity. Today we have thermo-panes in every window. The vacuum has become essential. So have not yet the digital facilities in the architect's computer.
The digital facilities, permitting the use of fancy geometries, are taken into use for curiosity and a restless lust for change. Thus, we are able to watch silly, childish skyscrapers with twisted or wavy shapes pop up in every wannabe city centre. The media is seductively transforming parts of the architecture exactly in the same way cars became transforming actors in urban development. As architects, we are not responsible for the existence of this technology but as professional users we are responsible for how we are using it – how it stabilises as a 'natural' part of our 'culture'.  ¤
Fortunately someone are finding more meaningful purposes for the digital inventions by using it for solving urgent problems in a way that could not have been done before - like optimizing energy-consumption and indoor climate. In programmes for Building Information Modelling geometry gets integrated with the capacity of calculating budgets, energy, temperature, wind speed, humidity, and building logistic. The BIM medium is the preliminary stabilisation of an architecture-generating machine. The specific competence of the architect is the ability to connect an architectural shape to other parts of the network. The BIM media will automatically take care of much of this process by producing rapidly calculated outputs. We must be particularly aware of this development: If we still want to control the architectural network it is urgent that we achieve virtuosity in the use of this media. I believe that this will probably be one of the most important agendas in the years to come. ¤
To summarize the discussion shortly two perspectives remain relevant:
Firstly ANT might help us grasp the influence of the media involved in architectural production. When the effects of the mediated processes of architectural production are once discovered, we are more likely to act critical and responsible. That means: Follow the digital media and, in particular, follow the using of them!
Secondly ANT might help us grasp the importance of understanding architecture as a social phenomenon. When the social mechanisms involved in the architectural process are once discovered, made concrete, and realized, we are more likely to act expediently. That means: Follow the interests, map the controversies, and transform them to architectors with the ability to stay socially and materially relevant for hundreds of years! This would be the ANT definition of architectural quality.
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