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!bU! Preface

This article proposes a critical refl ection on the relationship 
between technology, architecture, and territory, 
understanding technique not as a neutral support but as a 
fi eld of cultural, political, and material dispute. Against a 
modern tradition that has tended to conceive technology as 
a universal and homogeneous language, the text explores 
practices and theories that reveal its situated, confl ictual, 
and rewritable character.

Through a genealogical reading, the article traces diff erent 
infl ections of architectural thought, from Enlightenment 
modernity and the universalist projects of the twentieth 
century to contemporary experiences of teaching and 
practice in Latin America. In this trajectory, authors, 
movements, and case studies are brought into dialogue 
to question the neutrality of technique and to propose 
alternative relationships between technology, culture, and 
territory.

The guiding question of this research is what kind of 
projective modernity emerges when technology ceases to 
be assumed as a universal given and instead becomes an 
open system, subject to territorial, symbolic, and material 
negotiations. Within this framework, the article proposes 
mestizo technologies as a conceptual tool for thinking about 
architectural practices capable of combining global systems 
and situated knowledges, the industrial and the artisanal, 
the digital and the manual. 

Architecture and Barbarism  

In Facundo, or Civilization and Barbarism, Domingo 
Faustino Sarmiento articulated a dilemma that shaped the 
cultural and political construction of modern Argentina. 
Civilization, embodied by the city, education, and European 
heritage, was expected to prevail over barbarism, identifi ed 
with the pampas, the caudillos, and Indigenous peoples, to 
secure the consolidation of the nation, both territorially and 
in terms of identity following its national revolution! 34)56/
789. This opposition between the two worlds should not 
be understood as an abstract metaphor, but as a concrete 
clash within the territory, where both coexisted in a state of 
permanent tension, a tension that in many ways persists to 
this day.

Nearly two centuries later, the Argentine writer Michel 
Nieva reformulates this dilemma in the essay Technology and 
Barbarism: The Cyberpunk Origins of Argentine Literature." 
Nieva argues that technology cannot be understood as 
the exclusive property of civilization nor as a synonym for 
progress, but as an ambiguous fi eld of friction in which 
domination and emancipation coexist. During the so-called 

?6! Domingo Faustino Sarmiento, Facundo: Civilización y barbarie (Buenos Aires: 
Editorial Losada, 1946 [1845]).
@6! Michel Nieva, Tecnología y barbarie: Ocho ensayos sobre monos, virus, bacterias, 
escritura no humana y ciencia fi cción (Barcelona: Anagrama, 2024).
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“Conquest of the Desert” in the nineteenth century,# 
imported technologies such as the Remington rifl e 34)56/
7:9, barbed wire, or the electric cattle prod were celebrated 
as symbols of modernity, yet in practice they often 
operated as devices of discipline and territorial extraction. 
In his essay, Nieva questions which side truly embodies 
barbarism, and which represents civilization. What is of 
particular interest here is that these same tools were, in 
many cases, reappropriated. Indigenous groups such as the 
Rankülche (Ranqueles), who inhabited the Pampas region, 
incorporated weapons and horses taken from the army 
into their resistance. In doing so, they reversed artifacts 
of control and extermination, reconfi guring them as 
instruments of defense and identity 34)56/7;9.

In his Entretiens sur l’architecture,$ Eugène Viollet-le-Duc 
argued that tools are extensions of the human body. 
Technology, in this sense, is never neutral. It extends and 
transforms the subject who wields it, while simultaneously 
retaining the potential to become an instrument of power or 
of subversion 34)56/7<9.

In Vers une architecture,% Le Corbusier introduced another 
binary: “Architecture or Revolution” 34)56/7=9. Here, the 
“or” signals a sharp exclusion, in which architecture was 
expected to organize modern life in order to prevent social 
revolution. The contrast with Sarmiento is revealing. While 
in Argentina civilization and barbarism coexisted in a state 
of friction, for Le Corbusier architecture and revolution 
were mutually exclusive terms. Architectural modernity, in 
its universalist ambition, oscillated between these two logics, 
either as a promise of technical salvation or as a form of 
cultural imposition, as utopia or as dystopia.

Science fi ction had a formative eff ect on my youth, and 
continues to do so, by presenting dystopian worlds on 
screen. It was through this genre that I encountered 
cyberpunk and its absorbing technological dystopias. 
Terminator 2: Judgment Day (1991)& was a foundational 
experience. Watching the young John Connor escape with a 
fi rst-generation Terminator, a punk-like and nearly obsolete 
machine, from a technologically superior and liquid enemy 
revealed something essential. It is not always the most 
advanced technology that prevails, but rather the one that is 
capable of learning, deviating, and even becoming human 
34)56/7>9. Fredric Jameson warns that dystopias do not 
so much anticipate the future as they reveal the economic 
modes of production of the present.'

From the Remington rifl e to the robots imagined by James 
Cameron, what seems to be at stake is always the same: 
technology as a fi eld of dispute. In the clash between 
domination and reappropriation, mestizo technologies 
emerge as hybrid practices that rework inherited tools in 
order to open new horizons. With regard to our discipline, 
architecture, which uses technology as a mediation between 
the material world and the social world, a series of questions 
arises. What is our relationship with technology today? 
From what position do we adopt it and transform it?

The Encyclopédie and the Fetish of Progress

Between 1751 and 1772, Denis Diderot and Jean 
d’Alembert published the Encyclopédie,( an ambitious 
Enlightenment project that sought to systematize all arts 
and crafts. Its celebrated plates depicted workshops, tools, 
and productive processes, but not from the perspective of 
the artisan. They were rendered instead from the distant 
viewpoint of the Enlightenment philosopher 34)56/7Q9. 
This operation revealed the tension involved in translating 

A6! Ricardo Salvatore, Conquista y ocupación: La invención del desierto argentino 
(Buenos Aires: Fondo de Cultura Económica, 2020).
B6! "*4W.%!Viollet-le-Duc, Entretiens sur l’architecture (Paris: A. Morel et Cie., 
1863–1872).
C6! Le Corbusier [Charles-Édouard Jeanneret], Vers une architecture (Paris: 
Éditions G. Crès et Cie., 1923).
D6! Terminator 2: Judgment Day, dirigida por James Cameron (1991).
E6! Fredric Jameson, Archaeologies of the Future: The Desire Called Utopia and Other 
Science Fictions (London: Verso, 2005).
W6! Denis Diderot y Jean le Rond d’Alembert, eds., Encyclopédie, ou dictionnaire 
raisonné des sciences, des arts et des métiers (Paris: Briasson, David, Le Breton y Durand, 
1751–1772).

4TU/VE6! V%+1%*'!F".)*&8%'.&8,'K;!E@:1.&!8%!+&!7%#/#,'8C&*2!FGkJGlGkkgK5!
L18%',$!7!8TA+%:3%'$5!4'&3&8,!-,'!V,3%'$!a9.&'8;!p!Relieur 
(Bookbinder). Plate from the Encyclopédie (1751–1772), edited by 
Denis Diderot and Jean d’Alembert, engraved by Robert Bénard.
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practical knowledge into the rationalized language of 
the Enlightenment, universal and abstract, stripped of 
its contextual and specifi c grounding. This distance 
between practice and theory anticipated the way industrial 
modernity sought to digest, organize, and control the 
diversity of techniques. The Industrial Revolution in Europe 
transformed not only material production but also the way 
technology itself was conceived.

A similar universalist logic was projected onto architecture 
through the Congrès Internationaux d’Architecture 
Moderne (CIAM, 1928–1959). Here, the discussion 
was not limited to techniques or aesthetics, but to the 
construction of a normative framework with universal 
applicability. Under the premise that modern architecture 
was “the expression of its time,” CIAM imagined that 
housing in Marseille, neighborhoods in Berlin, or urban 
plans in Buenos Aires could all be governed by the same 
axioms. The Athens Charter (1933, published in 1943) 
crystallized this impulse through supposedly universalizable 
proposals, grounded in functionalism and in the pursuit 
of a rationalized and modernized city. What was ultimately 
at stake was not zoning itself, but the belief in an absolute 
architectural project.

In response to this orthodoxy, critical voices emerged. 
In 1964, Bernard Rudofsky presented the exhibition 
Architecture Without Architects at the Museum of Modern Art 
in New York,) accompanied by the book of the same name. 
The exhibition showcased vernacular and “anonymous” 
architectures from around the world 34)56/7R9. Adobe 
villages, cliff  dwellings, and stone settlements were examples 
that did not conform to the modern canon, yet eff ectively 
addressed issues of climate, materials, and communal 
life. Rudofsky argued that modernity’s disregard for these 
architectures concealed a colonial and Eurocentric bias.

The mantle was then taken up by Team 10, a dissident 
group that acted as an internal adversary to CIAM during 
the 1950s and 1960s, seeking to reconnect architecture 

with its territorial and cultural grounding. One of their 
most signifi cant gestures was the reactivation of Patrick 
Geddes’s Valley Section, the 1915!* diagram that linked 
geography, economy, and forms of human settlement. For 
Geddes, technique could not be abstracted from place. 
Mountains, valleys, and coastlines generated diff erent ways 
of life and inhabitation 34)56/7S9. Team 10!! translated this 
idea into late modernity through their “scale of association,” 
attempting to read urban and social contexts as living 
sections in which architecture and community could not be 
separated.

In Latin America, these debates were reinterpreted within 
a specifi c context. One such reinterpretation was carried 
out by the so-called Paulista School, led by João Vilanova 
Artigas and Paulo Mendes da Rocha, which explored 
reinforced concrete as an emblem of industrial progress. 
Their massive works expressed a modernism pushed to its 
limits, a kind of modernism on steroids (said here with the 
utmost respect and admiration for the Paulista masters). A 
marriage between civil engineering acrobatics and tropical 
brutalism. Lina Bo Bardi found fertile ground to articulate 
a mestizo modernity and to soften the chauvinistic 
modernism of the Paulista School. From her arrival in 
Brazil in 1946, she identifi ed with the Anthropophagic 
Movement, formulated in 1928!" by Oswald de Andrade 
together with Tarsila do Amaral and Mário de Andrade. 
This avant-garde movement advocated a critical “digestion” 
of external infl uences, devouring what was foreign in order 
to produce something of one’s own. In Bo Bardi’s words, 
this implied a “revolution against the artifi cial and the 
inauthentic.”

Her work was marked by a logic of reusing humble 
materials, integrating popular techniques, and engaging in 
dialogue with pre-Columbian and Afro-Brazilian traditions. 
A paradigmatic example is the Cadeira de Beira de Estrada 
(1967), a chair literally made from logs collected along the 
roadside 34)56/879. Improvisation, economy of means, and 
popular creativity converge in this object. It is not merely a 
design piece, but a manifesto that transforms precarity into 
cultural potency, turning what is found along the way into 
symbolic architecture.

Bo Bardi’s “symbolic dimension” can be understood as a 
form of resistance against cultural homogenization. In her 

X6! Bernard Rudofsky, Architecture Without Architects: A Short Introduction to Non-
Pedigreed Architecture (New York: Museum of Modern Art, 1964).
?V6! Patrick Geddes, Cities in Evolution: An Introduction to the Town Planning 
Movement and to the Study of Civics (London: Williams and Norgate, 1915).
??6! Dirk van den Heuvel y Max Risselada, eds., Team 10: An Archival History 
(Rotterdam: NAi Publishers, 2005).
?@6! Oswald de Andrade, “Manifesto Antropófago,” Revista de Antropofagia 1, no. 1 
(São Paulo, mayo de 1928), reimpreso en Oswald de Andrade: Obras completas, vol. 6 (Rio de 
Janeiro: Civilização Brasileira, 1972).

4TU/VW6! c&$'1)_!d%88%#5!3=2)>",,2/)L2#:*'%!FG\b\K5!'%1.$%'-'%$&8&!-,'! %̂&:!
Gb;!<*%.$%N!d%88%#5!P1$1%#!1.!">,+*$1,.!FG\GJKx! %̂&:!Gb!c'1:%'!
FG\mgK;!p!Patrick Geddes, The Valley Section (1909), reinterpreted 
by Team 10. Source: Geddes, Cities in Evolution (1915); Team 10 
Primer (1962).
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writings and projects, from the MASP in São Paulo to the 
SESC Pompéia, she argued that Brazil did not belong to the 
West and instead had to forge its own path by recognizing 
cultural diversity and the vital force of popular culture. 
Her modernity was not a rejection of technique, but an 
anthropophagic act of devouring European modernity 
and technology, absorbing them and returning them 
transformed by the symbolic, the ritual, and the collective.!#

The trajectory from the Encyclopédie to the critical 
rereadings of Rudofsky, Geddes, Team 10, and Lina Bo 
Bardi shows that the idea of technological progress, fi rst 
presented as universal knowledge and later as a global 
architectural model, has been repeatedly exceeded by 
the material cultures and territories in which it attempts 
to take root. Each attempt to fi x it as an abstract norm 
has ultimately revealed its own limits. The responses that 
emerged, from architecture without architects to Bo Bardi’s 
anthropophagy, did not negate technique, but rewrote 
it from other geographies, other practices, and other 
sensibilities. It is thus suggested that technology is never a 
linear destiny, but a fi eld in which cultural meanings, power 
relations, and modes of inhabitation are negotiated.

Digital Standardization and Material Insurgency

In the opening scenes of 2001: A Space Odyssey (1968),!$ 
Stanley Kubrick portrays a hypothetical genesis of 
technology. A humanoid ape 34)56/889 discovers the power 
of a bone, apparently the femur of an animal skeleton, as an 
instrument of defense and attack. This fi rst technological 
act is also an act of appropriation and reconfi guration, of 
using something that already exists for a purpose diff erent 
from the one for which it was conceived.

Beatriz Colomina and Mark Wigley, in Are We Human? Notes 
on an Archaeology of Design (2016),!% relocate this refl ection 
to an archaeological and anthropological plane. Referring 
to prehistoric stone tools discovered in 1859 by Joseph 
Prestwich and John Evans in the Somme Valley in France 
34)56/8:9, they interpret them as the fi rst human design. 
What is striking about these tools is that, for millennia, the 
only variation consisted in making them more symmetrical 
and more aesthetic, with no apparent functional evolution, 
and even contrary to the ergonomic needs of the 
asymmetrical human hand. Only in the Neolithic period 
did a technological update occur, through the refi nement 
and polishing of their forms. Colomina and Wigley argue 
that human tools permanently alter the human body, even 
if they do not necessarily evolve according to criteria of 
utility. Over time, the design of these stones seemed to serve 
ornamental beauty more than practical function. Although 
Charles Darwin attempted to explain this phenomenon 
of “ornamentation” as a process of sexual selection, 
the question that then arises is whether design presents 
itself as serving the human being or whether, in fact, its 
ambition is to redesign the human. In a world mediated 
by an increasingly pervasive technology, intimately tied to 
algorithms, software, and digital standards, this question 
resonates more strongly than ever.

In his well-known essay Stocktaking (1960),!& published in 
Architectural Review, Reyner Banham posed the dilemma 
between tradition and technology. He defi ned tradition 
as “the sum of general knowledge that specialists assume 
as the basis of present practice and future progress,” 
while technology “represents its opposite: the method 
of exploring, by means of the instruments of science, 
potentials that may at any moment render existing 
knowledge obsolete.” Banham thus identifi ed a crucial 
issue, namely whether technology becomes embedded 
within tradition or whether it truly interrupts prior 
knowledge. He also acknowledged that every innovation 
ultimately becomes incorporated into tradition, making 
it almost impossible to detach oneself from it entirely. In 
his reading, modernity could not be sustained either by 
nostalgia for inherited forms or by a blind cult of technique. 
The challenge lay instead in critically metabolizing each 
innovation.

Today, the discipline faces a new frontier: the over-
digitalization of design and construction processes. BIM 
(Building Information Modeling) software promises 
effi  ciency, coordination, and total control of the project. 

?A6! Lina Bo Bardi, AV Monografías, no. 180 (Madrid: Arquitectura Viva, 2015).
?B6! 2001: A Space Odyssey, dirigida por Stanley Kubrick (1968).
?C6! Beatriz Colomina y Mark Wigley, Are We Human? Notes on an Archaeology of 
Design (Zürich: Lars Müller Publishers, 2016).
?D6! Reyner Banham, “Stocktaking,” Architectural Review 127, no. 755 (marzo de 
1960): 157–162.
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G\mIK5!a%'.&'8!V*8,/#_7;!p!Photograph included in Architecture 
Without Architects (MoMA, 1964) by Bernard Rudofsky
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condition of structural deindustrialization. Latin America 
is experiencing what economists describe as “premature 
deindustrialization,” in which the manufacturing sector 
has lost relative weight before reaching high levels of per 
capita income, with Brazil and Argentina showing the most 
pronounced declines among the region’s economies.!)

Materials, and especially precision tools and standardized 
construction systems, are not continuously available 
nor accessible at aff ordable prices. At the same time, 
the constant circulation of images of decontextualized 
contemporary architecture produces a fi eld of tension 
between imitation and subversion, in which local 
reinterpretations emerge from processes originally 
conceived for other economic and technical contexts.

This situation is repeated across much of the Global South, 
but let us focus on Argentina, the context in which most 
of BAAG’s practice develops. The architectural market 
is limited, the country’s geographic position carries little 
strategic weight within global networks, and the population, 
relatively small in relation to the vastness of the territory, is 
concentrated in a macrocephalic manner in metropolitan 
areas. According to the World Bank,"* 18 percent of 
Argentina’s urban population lives in informal settlements, 
most of which are built without professional involvement. 
The National Registry of Popular Neighborhoods 
(RENABAP)"! identifi ed 4,416 informal settlements, 
housing approximately four million people.

Within and beyond large cities, construction largely takes 
place informally, a condition that keeps artisanal trades 
alive, though often in precarious forms. In this context, it 
remains cheaper to hire teams of bricklayers than to rent 
machinery.

Unlike in core countries, where large offi  ces manage 
commissions at a global scale, in Argentina there is rarely 
suffi  cient volume or economic structure to sustain such 
practices solely through design. Nor is there a state policy 
that requires or promotes the consistent involvement of 

4TU/?V6! E1.&!a,!a&'81!%.!+&!J"&2*1")&2)M2*1")&2)7;:1"&"!FV,&8#18%!P?&1'K5!
G\mk;!A')?1>,!U.#$1$*$,!E1.&!a,!%!c;!Q;!a&'815!Mo,!c&*+,;!p!Lina Bo 
Bardi with the Cadeira de Beira de Estrada (Roadside Chair), 1967. 
Archive of the Instituto Lina Bo e P. M. Bardi, São Paulo..

?E6! Royal Institute of British Architects (RIBA), Digital Transformation in 
Architecture: The Global BIM Report 2023 (London: RIBA Publishing, 2023).
?W6! Rem Koolhaas, ed., Elements of Architecture (Venice: Biennale di Venezia; 
Cologne: Taschen, 2014).
?X6! Comisión Económica para América Latina y el Caribe (CEPAL), Panorama 
de la inserción internacional de América Latina y el Caribe 2023: Transformaciones globales y 
reconfi guración regional (Santiago de Chile: Naciones Unidas, 2023).
@V6! Banco Mundial, Transformar el hábitat: Mejorar las condiciones de vida urbana 
en Argentina (Washington, D.C.: World Bank, 2017). https://documents.worldbank.org/en/
publication/documents-reports/documentdetail/701021487084109933/transformar-el-habitat-
mejorar-las-condiciones-de-vida-urbana-en-argentina.
@?6! Secretaría de Integración Socio Urbana (SISU), Registro Nacional de Barrios 
Populares (RENABAP): Informe 2022 (Buenos Aires: Ministerio de Desarrollo Social de la 
Nación, 2022). https://www.argentina.gob.ar/desarrollosocial/sisu/renabap.

However, this digital order comes at the cost of distancing 
architects from direct material experience. Instead of 
confronting the weight of a brick or the texture of wood, 
designers manipulate generic objects within an abstract 
interface.

According to a report by the Royal Institute of British 
Architects (RIBA, 2023),!' more than 70 percent of 
medium and large practices worldwide have adopted BIM 
methodologies, and 90 percent of the dominant software 
companies in the sector, including Autodesk, Nemetschek, 
and Trimble, control the interoperability standards used at a 
global scale. This degree of technological concentration now 
defi nes a signifi cant portion of architectural production.

Is the result an architecture increasingly fragmented into 
standardized components, largely defi ned by corporations 
that supply software and materials? The promise of 
universality once pursued by CIAM is now updated in the 
form of global digital catalogues, where walls, fl oors, and 
roofs become interchangeable parts, stripped of context. In 
the exhibition and book Elements of Architecture (2014),!( 
Rem Koolhaas proposes a search for the micro-narratives 
embedded in these fragments. Can we trace a linear 
genealogy of the elements that constitute architecture, or are 
they part of a complex network of histories, technologies, 
and politics? From this perspective, we are led to ask: what 
happens when a wall ceases to be a wall, or a fl oor ceases 
to be a fl oor? Homogenization not only suppresses cultural 
and territorial diversity but also stifl es the possibility of 
material reappropriation and resistance.  

Mestizo Architects and “Manufacturing Transitions”

If modernity was imagined through industrial universality, 
the Latin American reality has been marked by a 
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architects in most building projects. This precariousness 
generates a diff erent kind of practice, one in which 
architects cannot limit themselves to design but must 
become directly involved in construction. They thus 
recover, perhaps unintentionally, a premodern tradition 
that academia tends to forget, that of the architect as master 
builder, like J. Cuypers directing his workshops amid stone 
blocks and drawing boards 34)56/8;9.""

This condition elevates the fi gure of the site supervisor, 
who, working with few drawings, assumes most decisions 
in situ and becomes central to the process. Technically, this 
role should be limited to controlling execution according 
to a predefi ned design and contract. In practice, however, it 
becomes one of continuous invention. It demands a fl exible 
builder, willing to accept ad hoc changes in materials 
and techniques, often dictated by economic fl uctuations, 
exchange rates, local infl ation, or the availability of a specifi c 
sanitary fi xture or ceramic tile. The mestizo architect 
becomes designer, manager, economic mediator, and 
improvised director of material processes.

This practice constitutes the bulk of Latin American 
architectural production. It should not be understood 
as a defi ciency, but as a tradition with its own genealogy. 
Flexibility, improvisation, and decision-making on site are 
not symptoms of backwardness, but survival strategies 
that generate territorial innovation. Far removed from the 
rigidity of digital standardization, this mestizo condition, 

in which precarity and creativity coexist, deserves to 
be recognized and theorized as one of Latin American 
architecture’s most fundamental contributions to the global 
present.

It is within this terrain that our practice proposes to think 
of mestizo technologies as a design process. For BAAG, 
the construction site becomes a laboratory of disciplined 
subversions 34)56/8<9, a practice that infi ltrates the 
productive matrix of materials in order to reconfi gure their 
meaning. This is the basis of our material research.

The hybridization of our practice also extends to the 
academic sphere, where much of the team actively 
participates in institutions such as FADU-UBA and 
Universidad Torcuato Di Tella, in addition to collaborations 
with other universities in the region and abroad. In 2023, 
invited by the Stern Visiting Professorship at the University 
of Houston,"# we led a course entitled Manufacturing 
Transitions. There, we proposed transferring to the Global 
North the same processes we carry out in our built work, 
initiating design from the analysis and intervention of 
productive matrices and approaching materials not only 
through their physical condition, but also through their 

@@6! Cuypershuis Roermond. “Joseph Cuypers Collectie.” Accessed October 
2025. https://www.cuypershuisroermond.nl/.
@A6! University of Houston, Gerald D. Hines College of Architecture and Design, 
Stern Visiting Professorship: Manufacturing Transitions (Houston: University of Houston, 
2023). https://www.uh.edu/architecture/graduate-studies/stern-professorship/index.

4TU/??6! <,$,4'&:&!8%!@NNO6)G)L8"#2)P&/;;2/!
FG\mHK5!81';!M$&.+%7!r*3'1)_5!4*1,.!8%!
A'$?*'!P;!P+&'_%;!p!Film still from 2001: 
A Space Odyssey (1968), directed by 
Stanley Kubrick, screenplay by Arthur 
C. Clarke.
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territorial impact, both material and symbolic.

Working with the three canonical construction materials, 
masonry, steel, and wood, we organized research as 
a design and intervention process across three scales. 
Territorial, by studying the traceability and impact of each 
industry, from extraction and processing to construction 
and their presence in the collective imaginary, including 
issues such as deforestation and reforestation and their 
eff ects on local fauna, or the journey of clay mines to brick 
kilns in Houston. This work resulted in a material atlas, 
always operating between documentation and speculation. 
Productive, by visiting factories, kilns, and sawmills to 
understand who produces these materials and how, while 
constantly considering how architecture can propose and 
activate alternative approaches within these processes, 
ranging from naïve experimentation to effi  ciency and the 
revaluation of residual elements. Constructive, by designing 
and fabricating 1:1 prototypes for the fi nal exhibition 34)56/
8=9, which took place through an intervention in the Gerald 
D. Hines Building designed by Philip Johnson. Here, 
construction was proposed not only as a technical act but 
also as a playful one, seeking to detach from the traditional 

precepts for which both space and material were conceived 
and to fi nd alternatives that dissolve those assumptions and 
generate new experiences.

The spatial operations that emerged were the result 
of a collective process involving a complex territory. 
Participation in productive processes generated legitimate 
spaces in which appropriation and reappropriation 
manifested themselves equally through a factory worker, 
an academic, or a visitor. These strategic alliances endowed 
the project with meaning. It is here that the contemporary 
potential of the mestizo resides, an architecture of magical 
realism that moves between fi ction and reality without 
seams.

Afterword

In his book ¿Y América, qué?"$[And America, what?], 
Claudio Caveri navigates between the ontological thought 
of Martin Heidegger and Rodolfo Kusch, exploring the 
idiomatic diff erences in Spanish between yo soy (‘I am’, 
as identity) and yo estoy (‘I am’, as state or location), in 
contrast to the lack of distinction in German, English, or 
French (ich bin, I am, je suis). He moves between the idea 
of a collective estar (being as situated or relational) and an 
anthropocentric ser (being as fi xed identity), one symbolic, 
the other antagonistic. Caveri suggests that European 
culture attempted to avoid this antagonism in its pursuit 
of full autonomy, but failed to do so. Instead, it became 
deeply divided between the individual and the collective. He 
therefore asks whether it might not be more important to 
‘be there’, and from that condition attempt to ‘be’.

4TU/?@6! <+1.$!U:-+%:%.$#5!?%''&:1%.$&#!8%!-1%8'&!?&++&8&#!%.!GHJ\!-,'!
],#%-?!c'%#$`1)?!7!],?.!">&.#5!'%-',8*)18&#!%.!A'%!s%!f*:&.j!
FP,+,:1.&!7!s14+%75!gbGmK;!p!Flint Implements, prehistoric stone 
tools discovered in 1859 by Joseph Prestwich and John Evans, 
reproduced in Are We Human? (Colomina and Wigley, 2016).

4TU/?A6! "#$*81,!8%!+&!/1':&!P*7-%'#!z!P,;5!)&;!G\bJ;!<,$,4'&/(&!8%+!
&')?1>,!P*7-%'#?*1#!V,%':,.85!),+%))12.!Z],#%-?!P*7-%'#!
P,++%)$1%;[!p!Studio of the fi rm Cuypers & Co., ca. 1905. Archival 
photograph from the Cuypershuis Roermond, “Joseph Cuypers 
Collectie.”Figura 14. Ladrillera Spegazzini, workshop 2021 
BAAG.

@B6! Claudio Caveri, ¿Y América, qué? Ensayo sobre la cultura de nuestra arquitectura 
(Buenos Aires: Ediciones Castañeda, 1992).
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This ‘estar’ [to be], he argues, is not a fall, because it was 
never experienced as being above or hovering over anything. 
It is a simple way of living that awakens the need to ‘be 
with’, a demand for community, a form of dwelling in the 
world.

From this perspective, it becomes possible to think about 
how a collective, situated mode of being, grounded in 
context, produces work that continuously reformulates not 
only where we are, but also who we are.

The text has sought to demonstrate that technology, 
far from being a neutral support, is a territory in which 
meanings, power relations, and modes of inhabitation are 
contested. From the universalist projects of modernity to 
contemporary digital standardization, technique has tended 
to present itself as a homogeneous language capable of 
being applied in any context. Time and again, however, 
territories, material cultures, and local practices have 
overfl owed these models, revealing that all technology is 
always situated, confl ictual, and open to rewriting.

The critical perspectives reviewed, from vernacular 
architectures to Latin American anthropophagic 

experiences, show that the issue is not to oppose technique, 
but to intervene in it, to divert it, reinterpret it, and anchor 
it in concrete geographies. The collective and territorial 
work of Manufacturing Transitions exemplifi es how such 
reappropriation can generate new forms of knowledge 
and new ways of making architecture, in which workers, 
students, and designers produce meaning together.

The article thus argues that mestizo technologies do 
not constitute a fi xed state, but rather a way of thinking 
about technique as an open process. They operate at 
the intersection between global systems and situated 
knowledges, between standardized tools and practices that 
transform them. In this gesture lies their contemporary 
potential. Recalling Cedric Price’s provocation, 
“Technology is the answer, but what was the question?”,"% 
the text invites readers not to naturalize the instruments 
with which we design, but to interrogate them critically in 
order to construct a modernity capable of accommodating 
diff erence and renewing the architectural imagination.
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18th Century
• Technique as universal knowledge
Enlightenment rationalization, abstraction of craft
(Encyclopédie – Diderot and d’Alembert)

19th Century
• Technology as territorial control
Civilization and barbarism, extraction and domination
(Sarmiento, colonial technologies)
• Technique as an extension of the body
Tools as corporeal and symbolic instruments
(Viollet-le-Duc)

Early Modernity (1920–1940)
• Architecture as the expression of its time
Universal language, industrial optimism
(Le Corbusier, CIAM)

Postwar Period (1950–1970)
• Technique as cultural context
Territory, community, ways of inhabiting
(Geddes, Team 10)
• Vernacular knowledge and architecture without architects
Climatic intelligence, anonymity, experience
(Rudofsky)
• Anthropophagic modernity
Reappropriation, symbolic resistance
(Lina Bo Bardi, Escola Paulista)

Late Modernity / Critical Phase (1960–1980)
• Tradition and technology
Metabolizing innovation
(Banham)

Contemporary
• Technology as standardization
BIM, digital catalogs, corporate control
• Hybrid technologies
Situated modernity, material insurgency
(BAAG, Manufacturing Transitions)
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