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A lens for monh(esﬂng the possilo|e and non traditional:
+
How does one orient themselves?
+
How is space occupied?
+
How is ones’ perception varied?

Bart Hess | "Echo”



AN INQUIRY

The “First Digital Turn” as Mario Carpo calls it, brought with it questions of how to move
towards something architectural that is truly digital. For some, like Greg Lynn, working on the
cusp of these issues moved them towards deluzian inspirations. What followed for many was a
p|e’rhoro1 of systems based fhinkmg and designs with the fascination of the mﬁnife|y customized
and ever changing/reacting. Fast forward to nearly two decades into the 2000’s and some
are beginning to believe that it may be worthwhile to turn back towards the object, in a
different way than the modernists did. Def‘mimg the differences in these opprooches and their
ties to other issues such as that of authorship becomes necessary for setting the playing field of
this comp\icofed game. More imporfonﬂy the issue of the "projedi|e", which those like Bernard
Cache speak on, can bleed fhrough concept, diogrommmg, representation and the built and
virtual redlities. Its clarification would put this all in clear perspective and give more obvious

grounds fo make an argument against or for the current trends and alternative directions.

Systems opprooches are becoming murky grounds because, while its obi|ify fo point towards a
"projedi\e” seems clear enough, it proposes that some‘rhmg other than architecture may be the
answer, and a balanced system occordmg to some like David Ruy, may not even be feasible.
It is therefore the intention to inquire less of systems and more of the object in relations to these
digital issues. Even so, many of the same influences of Kwinter, DelLanda, and Chu remain
just as relevant.

There is an issue, however, that runs poro||e| with these conversations that may be more
prev0|em’r. The manifestation and materialization of many of these ideas is what allows its
evolution. On top of that, the very “projectile” one may seek may lie within such things; a new
evolution of the diagram. It begs the question, with all of these arguments over which path to
take, or what is fru|y digi’ro|, how has representatfion and projection chonged to facilitate this.
Could it be that this has served as a bottle neck all this time? Perhops the utilization of new
fechno|ogies such as AR/VR or animation that imp\emerﬁ time could be a step in the righf

direction, or does it require somefhing new enfire|y.

Coop Himmelb(




A REVIEU]

Designers, artists, phi\osophers and the like have all been inspired by nature for centuries.
As the human race continues to unveil its infricacies, mogm{y its atomic beoufy, and unravel
its code, more flock towards natures embedded know|eo|ge. Architects, the se\ﬁprocbimed
puppeteers of the built environment, have examined nature and those that theorize its “code”
for answers to how our bui|dings and cities could improve, or perhops evolve as organisms do.
Thus fopics such as Emergence, Bio-mimicry, and Projecﬁ|e have arisen. With the new [ele=;
of digital technology “changing how we design’, as many say, computation can now take
this inspiration and allow an unprecedem‘red speed of experimentation all influenced by these
ideo|ogies and theories. This review begms to examine influences of these fopics on architecture

and compare commonalities and perspectives as they unfold.

Event

Before the pallet becomes muddied with nature and philosophy, Bernard Tschumi
can open the conversation with only architecture and an idea of flexibility. In “The Architecture
of the Event” Tschumi proposes the “rejuvenation of architecture” through the “contamination
of all categories”; this idea that in today's society, where “churches become nightclubs’,
architecture should deve\op a ﬂexibih‘ry lead by the possibih‘ry of different events. If a HeleleS
were to remain flexible, rather than rigid to one infended program, in hopes oFoHowing varying
events fo take |o|oce, the Funcﬁono\ify and |ongevify of the built environment mayy improve. This
begins a conversation of evolution and odopfofion without yef referencing natural processes
and computation. In a raw sense, Tschumi proposes as we are Odap‘rab\e beings, shouldn't
our spaces, and therefore architecture, not be adaptable as well. As he references Foucault's
“events of thought”, Tschumi suggests, “that the future of architecture lies in the construction of

such events.

Fold
Gilles Deleuze and his work, “The Fold Pleats of Matter’, have become of great

influence to a field of architects interested in these ideas of flexibility. In this work, Deleuze
exp|oins a concept of folds within all fhimgs, \eoding fo a phi|osophy of mu|ﬁp\iciw. Mu|ﬂp\ici’ry
(mu|ﬂp|e mu|ﬁp\es) exp\oms diversify, which occurs as H’wmgs o|eve|op from genero\ fo specio|.
He speaks of the "Law of Curvilinearity’, or low of folds, which delves into this development.
Because of an inner code, unity or unified form comes from wiﬂqin, while exterior forces

determine movement of the folds |eoo|mg fo variation.



Blobs

Greg Lynn, a pioneer in compu‘ro‘riono| design, was fueled by Deleuze and
expanded upon these ideas of flexibility. In "The Folded, The Pliant, and The Supple” Lynn
relates Deleuze's concepf of smoothness, or continuous deve|opmen’r of form, and the laws
of the fold to architecture. This idea of internal ﬂexibihfy and external deForming forces leads
directly to what he calls “viscissitude” or a new concept of “forms of viscosity and pliability.” This
ideo|ogy blends direcﬂy info a relation to systems, Wialtels Lynn describes as a need for |ogic over

style in order to question how “external particularities” could inherently be plied.

Reaction

Manuel DelLanda claims in "Genesis of Form” that stability of these oscillations will
occur through a dlosed loop, leading from a concept of “abstract machines”. Through a defined
loop, “perfect” options will come more naturally. He continues to contemplate flexibility and
determines that diversity and multiplicity lead to de-emphasis of the individual (architecture). If
architecture were instead to behave like “chemical reactions’, elements that act and react, the

result of the reaction can friumph over any individual element.

Genetics

As these theories of flexible architecture manifest in the Techniccﬂ, the conversation
moves towards "Metaphysics of Architecture and Computation” by Karl Chu. Here he speaks
of "Monadology’, or something programmed to self-produce variations of emergent relations
and ensembles; an “open source” architecture which could only be superseded by a pure
genetic architecture. A computational dream, this concept of genetics and architecture speaks
foa scripfed and bio|ogico||y behoving architecture able to make decisions and evolve which

touches on similar points from Lynn and comp\ex systems.

Time

In the case of Sanford Kwinter, time is no illusion but in-fact, the one thing architects
have been missing. In “The Complex and the Singular” time is described as the key factor giving
life to morp%ogenesis, or the "noveH\/" of ﬂexibihfy and voriobihfy. On\y by Considering the
possib|e in and with fime, rather than the real which desfroys time, could such a systfem exist.
Through an active role instead of mere reaction, architecture can retrieve its importance in

shaping the cultural and social.

Many of the discussions here remain at a conceptual level and leave out the dense conversations

of computation and parametricism that they typically lead to, but the topics at hand could
delve further into an under|ymg issue: objeds versus systems. It seems many of the authors
speok of architecture (objed) while hinﬁng at performoﬁve quo|i’ries of systems, or wanting
them fo be the same when Trodiﬂono”y fhey are quite different. Cross ono\yzing this with
writings of those like Graham Harman and opposing systems thinkers could prove msighfﬂﬂ

info where the projecﬁ|e and future architectures lie.

Identity

Mario Carpo, along with Bernard Cache, has followed and commented on the
chonges and imphcoﬁons of these concepfts primori|y with their fies to the digi*ro\ itself. In
"The Alphabet and the Algorithm”, he comments on the current issue of authorship. Many
link objec‘riﬁca‘rion to a cerfain sense of Iden‘rify, moybe even narcissism within this age of
sensifivity. According to Carpo, with the evolution of the practice of architecture, more peop|e
are involved, across greater distances and less time. This o|ong with current trends towards a
sensitive or reactive architecture has blurred a projects creator; the very way in which so many
peop\e work has become systematic and their creations are representative of that. This has led

to an eventual negaftive outlook on the ob}ecf and oufhorship,



W:Blut | Tracer 7

Carpo also speoks on the fraditions and hisfory of representation. Since Alberti made popu|or
the methods of designing at a distance, the traditions of representation have continued
throughout the centuries. On a fundamental level, disregarding tools and flash, it is difficult to
pinpoint what has chonged about the methods imp|emenfeo| when representing or projecting.
Quoting Alberti himself, Carpo even concludes that it is never reo||y the bui|o|ing that one is
an author of, but the drowing in which their idea is manifested; the bui|o|ing is the first Ccopy.

Chaos

David Ruy, an architect and theorist, is supportive of a new trend towards objects.
In his essay, ‘Returning to Strange Objects’, he comments on the tendency of humans'
perception towards nature. To most, he claims it is seen as a balanced, ever-reacting system
that humans should strive to learn from, when in fact it may be more accurate to say it is in
constant chaos. Rather than look towards the greater system, Ruy refers to another theorist
and philosopher, Graham Harman who is known for speaking on QOO (Object oriented
Ontology). In reference, Ruy expresses the instability of systems and that it may prove more
effective to look towards the objec’rs that may be seen as to make up a system, for within
them lies an unknown making them ever unpredictable. He uses this notion to steer clear from
fending the "gordens" for eternity in hopes of maintaining balance, and instead move towards

what causes the chaos so that it may be favored not avoided.

Diagram

Through extension of the “projectile’, a question of digital representation and
evolving means of production, the manifestation of ideas must be dissected. Anthony Vidler, in
"Diagrams of Diagrams’, discusses the evolution of such a thing: the diagram. This transference
offhoughf fo projection takes on an idenﬁ’ry Through medium and has been fhrough abstraction
and layering until it has reached what it is today. For some, as Vidler states, it is o manifestation
of the systematic workings of those focused on sensitivity and performance; a “diagram of
diogroms" all compi|eo| info a host of information used for jus’riﬁco’rion The diogrom is indeed

evo|ving but the digifcd influence on its transformation is on surface level thus far.

Objec*rs and systems, time and Helele=} chaos and balance, the projecﬁ|e and the diogrom; the
field is large and full of conjecture. Through careful stitching, such a collection can be made
that could allow then for a lens to be placed. Once the whole is better understood through its
links, @ piece can be pu||eo| with threads still attached so that one may examine, specu|o’re, and

experiment. If it works for theoretical physicis’rs, it may work for theoretical designers
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POLYVALENT PERCEPTION (PVP)
OBJECTS & ORIENTATION

Louis Daniel Pozo - Studio Hani Rashid 2015
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PREMISE

Long lasting debates in search of the future for architecture have been null. In search for the
“projectile” designers have followed computational design to the cusp of systems thinking. No
matter, at a fundamental level a line can be drawn for tradition stfemming from Alberti to

Zaha Hadid that shows architecture has not changed as some may claim.

Perhops, as those like Graham Harman projects, a new take on an old directive towards objeds
may be the answer, but it may require one to look among the stars rather than objectifying
buildings. As the 21st Century thrusts mankind into the vast expanse of space with plans to
colonize our neighbor Mars, architecture should not remain behind to tend the fields of objecf
and surface, but experiment with what it means to have no surface and dissolve away the

entrapments of orientation.
REPresencacion

There have been many claims as to how computation has "chonged the way we [think, design,
build, represent]” and in some ways this may not be completely false. There is no doubt that
the speed of processes has dramatically increased, allowing one to tackle ideas once thought
impossib|e or simp\y foo time consuming. Thus ’rechno\ogy is embedding itself info the practices
of design. Yet it is still too common to print upon paper a section and plan through out a design
process. This fie to traditional methods of representation both Fundomenfo”y (fhe [drowing]
Type) and mechorﬂco“y (the prin‘rer) show some part of this digifo| revolution has yet fo ‘rru|y
take hold and break us from century old chains and thrust us into, “the sea that swept away,’

our sand castles.

As the architectural ﬁe|d, or field of design for that maftter, moves forward it must reflect even
upon the processes af which ideas materialize or manifest. Mediums and means inherenﬂy have
an effect upon our reflections, reactions and interpretations. It is here a critique can be made of
the first digital turn as to how the representation and projection of its ideas have changed, if at
all, from long lasting tradition.” This mentality can then carry forward in the future analysis of
objeds without orientation. If there is no ground |o|or1e, no up nor down, from where does one

take a sections? What distinguishes one from a plan? What would replace them?

1 Koolhaas (1995), pg. 961
N :

2 Vidler (2000), pg. 1-20
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0BJECCHOOD

The “projectile”, presented by Mario Carpo and Bernard Cache as the possible future
architecture (still not c|egr|y defined as many attempt to reach it), could be fnougnf of as a
system. An entity of inputs and communication, consfgnﬂy od}usﬁng and odop‘ring fo maintain
efﬁdency. This seems to be the direction current trends in compufoﬂono\ design are poinfed
towards. Thus an evaluation is in dire need, for systems ‘rninking breaks away from architecture.

It is something of its own identity.

In response David Ruy claims we must turn back towards the objecf, but in different ways
than those before us, such as the modernists. Ruy, with reference to Graham Harman's OOO
‘rneory (Objec‘r Oriented On‘ro|ogy), often speoks of human tendencies to look towards nature
for guidonce or inspiration. In ways, it is a system and ifs organisms odop‘r and cnonge, but
systems are not pen(ec’r with no exception fo nature. He claims no system can reach equihbnum
but instead lie in constant chaos. It is here humans must make the choice to either tend to the
field of the system, forever correcting and maintaining balance, or to look back towards the
objec‘rs that can be ‘rnougn‘r to make up the sysfem itself. Each objecf has an inherent mystery

and unpredic‘rob\y that prevents the per{ec‘r balance many |ong {or.3

It is the infention fo”owing these words that exp|or0‘rions of the isolated, disconnected,
ungrounded or Lost in Space shall be considered objecfs. It is with this lens that orientation in
conditions of no favorable plane shall be examined and explicated. Let it be noted that this
does not infer singu|on‘ry necessgn|y. 00O fneory then becomes a reference for its objecﬁve

clarification and for its focus on objec‘rs, and objeds within ob]ec‘rs, rather than sys‘rerns.;l
REMOVE CHE SUrrFace

The call to outer Jelele= has the po‘renﬁg\ fo move past a critique of the present and set the
Nelels for a new take at the architectural objec‘r. Currenﬂy many experimenting with these ideas
of the objec‘r remove confext to isolate the objec’r and the sur{oceg, remove scale and generate
amongst the virtual, and even remove the human fo contemplate the alien.” Given the “site”
of outer space, a translucent scale is given QHOWing the reference to human inferaction or
Comprenension to take p\gce while not stepping foo far out of the realm of mystery. The “site”

also contains no ground, ale} p|one of orientation but the possibi\ify for vast variable perceptions.

ES P (00
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These concepts combined remove qualities found in all of the projects of the first digital turn
that are still chained to the traditional.

What does it mean to remove the surface that so quickly becomes tied to this planet? How can
considering orientations as a variable influence the way we design the future? The eor\y stages
of such an answer may lie in its represenftation or means of projection; the materialization of

one’s ideas of the uneorfn\y, the ﬂoofing, the isolated objed in the vacuum of space.
RESEarcH 0BJECLIVE

Experimenting with orientation is not new, nor is the realization that zero-gravity exponds the
possibihﬂes when innobiﬂng space. Long have the arts, pgrﬂcu|or|y motion pictures, p|oyed
with these concepts while agencies like [NASA, SpaceX, ISRO, ESA, CNSA, JAXA, & RFSA]
have deve|oped the prgcﬁco| ‘red’]no\ogy of the inferstellar. A dissection of such Tnings, ge]ale]lale]
from the Apo”o CM, an eor|y vehicle of zero-gravity travel, to the set designs and ﬁ|ming
practices of Stanley Kubrick's 2001: A Space Odyssey, will set an initial plane for early studies.
The pieces of these “early” constructs will mix amongst the dreams of animation and film; both
their missed opportunities and clever solutions. Orientation amongst the variable curves of
space can then be further exp|ored, ndving the opportunity fo remove, reimagine and add new
pieces o the "Site” Such concepts will be critically and strenuously explored through the lens of

possib|e representation and the mediums of the next digi‘rc1| furn.
IniciaL REFLECEION

With these projections, questions of position, medium and process arise. What does context
become or what rep|oces it? If orientation is mu|fip|ied what does a cut [section or p|on]
‘rnrougn an objec‘r evolve into? What are the mediums of the next turn? It could be said that
movement towards what is now the traditional practice of drawing through section and the
like took an initial cognifive advancement. So with the tools of ‘rodoy, do we require cognitive
realization to move past copying methods of older fecnno|ogy? Perhops the tool does not

matter, or mgybe the tools are designed with too clear an obi|ify fo rephcgfe the old.

25



PErcercion | ariencacion

The occupations of Helele= by users instigates dynomic hoppenimgs between spoﬂo\ energies,
ombiguous in nature, which prompts ifs vast intrigue. This dance procﬁced in curves of Helele=
and time, with no ground for situation, on|y becomes more compound in obscurity, Before this
venture info exploring those concepts mentioned, some clarification may be in order.

In order to speok in tferms of orientation and perception, there must be some‘rhing to reference
relative to that which is bemg ono|yzeo|, Borrowing from the sciences of physics and anatomy,
a plane of reference [RP] is used for each object. Rather than a point of reference, defining
coordinates in spoce[ﬂme], this p\one is more similar to that used for onc1|yzing orbital elements
in celestial mechanics and that of 3D mode\ing software. Such a p\one is vital when ono\yzing
and speculating conditions between relative objects in space. A reference plane is an inherent
attribute of an object. This plane can align, or be paired, with other planes. Typically on a
p|or1e’r that |o|one is of the groumd In other instances the p|c1ne of the objed may have mu\fip|e
opfions of which to o\ign itself if at all. This process or comparing reference p|ones is that of

de’rermming the spofio| orientation of the object but in space most Thmgs are relative.
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These p\ones begin to define two key characteristics of the objeds that occupy space:

Orientation
[Object-RP | Local] :
Often an objec’rs' natural state of existence. To some with directional ’remdency
such as humans this can mean deﬁnimg a local up and down. It can be
determined by the objecf's condition upon ifs reference |o|one even Though an

objecf's condition can chomge without o|fering its reference p\cme.

Can be relative to the paired plane as well as the occupied space/object.

[Vessel-RP | Global] :
Determined by the condition of the inhabited objed [vesse|] in reference to
some g\obo| p|cme similar to that in celestial mechanics. This objecf has its
own condition separate from that which inhabits it. This typically does not
affect perception [depending on proximity and scale] and in most cases may

be irrelevant.

Perception
[RP-Object] :
The state of being or process in which an objed is aware. Typico”y Hﬂrough
a form of sense, an object’s understanding can be limited by both its paired
and inherent reference p|oneA As an objec’r shifts and reorients p|ones, its
undersfonding of spofi0| conditions and opportunity shift with it. This is true

when shifting orientation as well, as often such shifts are synonymous.

As a lens is more defined it begins to require more substantial and varying subjects. With
the concepts mentioned and terms defined, the Saturn V Command Module can now be
dissected accordingly. The CM is of a series pertaining to the Apollo series rockets. This early
successful construct will be ono|yzeo| for what it is; its restrictions and designs serve fo refine the
lens further.

A crossing of realms may often be in order for these explorations. Following the CM, a look
into fantasy, or more specifically science fiction, will broaden the scene and open the mind to
less pragmatic possibilities. The film, 2001: A Space Odyssey will serve as this initial setting
of fiction. Both the reality and the “unreal” at all instances must be examined in order to be

checked, and these will not be alone in this venture.

27
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Forward Heat Shield

Central Heat Shield ———

Crew Compartment———

Aft Compartment—————

0BJECL ONE
Saturn V Command Module

The CM (command module) of the Apollo series space croft is both the
brains of the rocket by housmg the astronauts and the vessel o carry forward
towards the mission destination. As an eor\y objed desw‘gmed fo fraverse
space, first launched in 1966 and refired in 75, it bears particular interest for

d\'ssedmg its orientation and user perception.

29



ijeds and users Typ\'coHy have their own pbneg of reference on which to
orient themselves, often o\\gmed by gravity. The launch process, h@vmg an
opﬁmo\ orientation for de{ymg gravity, defines the or\gmo\ orientation. In the
case of the CM, the two RP are fixed Togefher. The initial z-axis Q\\gns with
the users’ “forward f@cmg” axis. The module then performs more as a vehicle
when in zero-gravity, as both pbmes shift Toge%er. G\oboHy, there is no up or
down, but \OCQHV this is o\ways fixed.

30
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This m’gid [eleligigle] of p\omes is what defines a vehicle, but scale is not limited by

this definition. In relation to exterior objeds, perception may be variable, but

local never Chgnges. More '\mporfomﬂy/ this caries forth a false sense o{grovﬁy
within the immedieate space that is occup'\ed as if remains r'\g\'d.
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SELLING ONE
2001: A Space Odyssey

The world filmed by Sfon\ey Kubrick is o p\oyground for concepts of
occupying outer space, and much more. Qm’gmoHy released in 1968, the
array of interstellar objeds It presents are not the on\y Thmg of interest, LQckmg
modern computer Techno\og\es/ clever schemes were dep\oyed in order fo

achieve the effects of occupying such environments within space.

Stanley Kubrick on set of 2001:A Space Odyssey collaged with imaged from the film

34

Enclosed spaces ignorant ofcmy context
Removal of the necessity for [A] grounc/

F/ooﬁng in the abyss with no control
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[Centrifuge]

The concept of creating a “false sense of gravity” while in outer space has
been a {onfosy for a \ong time. One of the more realistic approaches utilizes
cenmpefo\ force, depided here as the user jogs on a rofating Cemfri{uge of a
space. In reality, the user never moves, as the hamster wheel rotates

underneath. In concept, local orientation is perce'\ved fo never Chomge due to
grovmﬁono\ forces, while the very objed repositions the user around ifself as
it rofates. Through the small windows fo the outside the objed is revealed to
be also in rotation, and perception of more global changes are allowed.
Without these o false groumd p\ome \oops upon itself; up and down are

relative constants.

[Aduo\ Rofoﬁon]—‘ |

“ i——TPercieved Rotation]

[Percieved Gravity]

[User]
[RP]
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The film has a few Ways of experimenting with o false sense of gravity. Here
the stewardess is seen in the film froversing a crossing between two spaces
with competing directions of orientation. In order to shift from one to the
other, she walks perpendicu\orfo a curved surface and info the new|y O\igned
space. This is oduoHy ochieved by rotating the Helele= and the camera with it
as the user walks normoHy. In concept, there would be no way to tell who is
actually domg the rotating because of a lack of exterior reference. These
conditions allow for an experimentation of crossing or inferacting p\ones and
orientations, but it relies on a false gravity that not only has spatial difference
and defines interaction, but requires means of sHng between those p\ones.
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Initial State

Gravity

]

Percieved orientation as an

I \’fff'(,‘l(j’J OCC J}\,uﬂf,\»"\ Ofr space
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Percieved ’Z@a\w

Actual Rotation
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Tru\y the definitive way of re\'\evmg such transitions, or Qvoidmg them
depemding on ones perspective, would be to eliminate gravity Q\Togefher.
EQr\y in the films depicﬁom of the spocecroﬁé inferior, over\y Symmemco\
honoys are depicfed (Top Left). Their surfaces emﬁre\y covered in
compartments and apart from the way in which They open, They imp\y a
cerfain omb\guﬁy for orientation. These concepts contfinue to expond when
the user reaches the red room (bottom left) where gravity disappears and every
surface has a use without an exp\icﬁ directional orientation other than o smg\e
axis bemg perpemdicu\or. Such sfrafegies have proven useful for zero-gravity
inhabitance as seen in the current state of the INST Urﬁemoﬁomo\ Spoce
Sfoﬁorﬂ (above).
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BEETECLIOW

It would seem that some issues arise when orienting ones’ self in a space with no ground,
When acting as a user does one occupy a vehicle, maintain the illusion of gravity, or find
some alternative as to gain acces to some greater possibi\ify? The very space around them,
containing the dormant p|ones of reference, awaits activation for such possibi\ify, With a field
coming fo definition and atenuated threads connecting the dots, o curated ossemb\oge of

studies requires first some specu\oﬁon.

The aims for a research as this cavers several realms but the lens chosen seeks fhoughfs,
contemplation, and their manefestation as “diagrams” and projection. Amongst the floating
vastness of objecf»fo»objed perception, superimposition, orientation, etc., it must be asked how
this begins with a translation or transference of these ‘rhough‘rs fo some’rhing more perceivob|e
by alternate users. Can the ‘medium” come before or must it materialize afterwards to avoid
limitation? Is it traditional to think of such limitation as necessory? Perhops there will o|woys be

such a ’r|1ing in this reo/h‘y, so it may be time to merge mu|ﬁp|e,

In a p\oce where occupation is key, orientation is realative and perception is po|yvo|enf, it will
most deﬁmﬂey require some’rhign more substatial, or rather of less material substance, for a
clearer realization than this print can possib|y express. When festing the limits, or endless options
within time and space, someﬂﬁing active, of greater cognition, is required Once a cognitive
realization is achieved fhrough such experiments, it may be so for a franslation between sites
of sing|e groumd, mu|ﬂp|e groumd, or no ground at all to occur. For now, let it be realized om|y

amongst the co”ings of outer space.
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