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998& Véase Jane Rendell et al., Gender Space Architecture: An Interdisciplinary 
Introduction (London y Nueva York: Routledge, 2000); Paul Preciado, Pornotopia: An Essay on 
Playboy’s Architecture and Biopolitics (Princeton: Princeton University Press, 2014); Frichot, 
Creative Ecologies; David Gissen, The Architecture of Disability: Buildings, Cities, and Landscapes 
beyond Access (Minneapolis: University of Minnesota Press, 2023).
9:8& Levi R. Bryant, The Democracy of Objects (Ann Arbor, MI: Open Humanities 
Press, 2011), 69, [traducción del autor].
9;8& Susan J. Hekman, “Constructing the Ballast: An Ontology for Feminism,” 
en Material Feminisms, ed. Stacy Alaimo y Susan J. Hekman (Bloomington, IN: Indiana 
University Press, 2008), 91–92, [traducción del autor].
9<8& Rein Raud, Being in Flux: A Post-Anthropocentric Ontology of the Self (Cambridge: 
Polity Press, 2021), 47, [traducción del autor].
9=8& Lars Spuybroek, “Charis and Radiance: The Ontological Dimensions of 
Beauty,” en Giving and Taking: Antidotes to a Culture of Greed, ed. J. Brouwer S. Van Tuinen 
(Rotterdam: V2_Publishing, 2014), 135, [traducción del autor].
9>8& Para Benjamin, “la percepción visual de la arquitectura suele ser, antes que 
atenta, accidental o casual”. Walter Benjamin, La obra de arte en la época de su reproducción 
mecánica, trad. Wolfgang Erger (1936; Madrid: Casimiro libros, 2018), 54–55.
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9C8& Algunos autores de la OOO emplean el término “ontología plana” para 
designar el estatus igual de las entidades. Ian Bogost, Alien Phenomenology, or What It’s Like 
to Be a Thing (Minneapolis: University of Minnesota Press, 2012), 11–19; Graham Harman, 
Object-Oriented Ontology: A New Theory of Everything (London: Penguin UK, 2017), 54–58. 
Aquí, la noción de ‘interior plano’ extiende esa igualdad al interior de cada objeto, donde 
todas sus manifestaciones resultan igualmente relevantes
9D8& Véase David Chandler, Ontopolitics in the Anthropocene: An Introduction to 
Mapping, Sensing and Hacking (Abingdon y Nueva York: Routledge, 2018). 
9E8& Rancière, “The Method of Equality,” 139, [traducción del autor].
:F8& Jacques Rancière, El malestar en la estética (2009; Madrid: Clave Intelectual, 
2012).
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correction are indispensable is beyond question. Yet it 
remains legitimate to ask whether they exhaust the horizon 
of architectural action and thinking in relation to inequality 
and exclusion. Must equality and inclusion be conceived 
only as the outcome of correction—initiatives that begin 
from the premise of inequality in order to transform it into 
a condition of equality? Jacques Rancière has argued that 
equality is never the result of emancipation but its point 
of departure.& If so, architecture may be called upon not 
merely to correct, resist, or compensate, but to operate as 
though equality were already given and simply use it.

The following refl ections explore this alternative possibility, 
locating a given condition of equality, unexpectedly, in the 
autonomous status of architecture. Yet how could such a 
claim be sustained without collapsing once again into a 
formalism blind to social life? The argument proposed here 
is that the opposition between autonomy and socio-political 
determination conceals a third possibility. Autonomy need 
not entail self-enclosure, nor does social equality need to 
be grounded in moral or rational imperatives. Rather, if the 
architectural project is conceived as an autonomous entity 
constituted by a multiplicity of manifestations—distributed 
across times, places, and media, including human and 
non-human means like drawings, models, calculations, 
structures, emotions, uses, or perceptions—and if these 
manifestations are understood as ontologically equal within 
the project, then autonomy itself can be reconfi gured as the 
very condition through which socio-political concerns enter 
without exhausting or corrupting the project. Inclusion, 
in this sense, would not be imposed as an obligation 
derived from the recognition of inequality, but would 
emerge from the recognition that every encounter with 
architecture is but one among many, part of the project 
and incapable of claiming the whole. Equality would then 
reside in this irreducibility: in fl attening the value assigned 
to architectural encounters in relation to the project as a 
whole, no individual, no group, no interpretation, and no 
appropriation can be elevated above the others. In this 
way, equality and inclusion emerge not as epistemological 
prescriptions but as the ontological condition of the project 
itself—an autonomy within which the socio-political is 
inscribed as part of its constitution yet never exhausted by 
it. This points toward architectural propositions that do not 
orbit exclusively around the correction of identifi ed social 
problems but remain open, inexhaustible, and capable 
of accommodating encounters beyond those already 
anticipated. 

Such an ambition also requires specifying in what sense 
architecture can be political when its operation is not 
primarily discursive, denunciatory, or programmatically 
reparative. A distinction is helpful here. At a macropolitical 
level, architecture is entangled with the institutional 
regulation of life: norms, codes, policy frameworks, 
and public discourses that identify exclusions and seek 
to correct them through consensual mechanisms. Yet 
there is also a micropolitical level, more diffi  cult to 

0MN& Introduction.

Twentieth-century architectural discourse has been 
largely structured around a fundamental disjunction. 
Either architecture withdraws into the protection of an 
autonomy defi ned by the discipline and safeguarded from 
the contingencies of social and political determination, 
or it dissolves into those contingencies, conceived as the 
exclusive product of historical, cultural, and ideological 
forces. In the fi rst case, the discipline secures its integrity 
by refusing the contamination of human participation; in 
the second, architecture acquires meaning only insofar 
as it registers and responds to external pressures such as 
socio-cultural imaginaries, symbolic systems, or constructed 
structures.

This division is not unique to architecture but resonates 
with broader philosophical bifurcations: whether the real is 
posited as existing independently of human access, awaiting 
the mediations of representation, or whether the real is 
nothing other than the ongoing construction of perception, 
language, and discourse. The former, familiar in the legacy 
of Kant’s ‘thing-in-itself ’ and in subsequent realist and 
formalist tendencies, displaces the problem of human 
involvement from the constitution of reality to the terrain of 
representation.! The latter, emphasized in poststructuralist 
and postmodern theories, grounds the real in the fabric 
of social and political dynamics." Architecture has echoed 
these positions with remarkable fi delity. The modernist 
pursuit of autonomy often drew legitimacy from the 
presumption of a reality—typically reduced to the question 
of form—outside human determination, with Eisenman 
standing as the paradigmatic fi gure.# Conversely, critical 
currents have asserted that reality is continually forged 
in socio-political contexts and, as Tafuri argued, in their 
related conditions of production.$ Yet neither modernist nor 
postmodern approaches substantially addressed systemic 
inequalities or exclusions. Postmodern architecture, even 
as it claimed to mobilize symbolic systems, psychoanalytic 
categories, or the notion of the event, rarely translated these 
into a direct confrontation with inequality. Its strategies 
were paradoxically redirected into formal concerns—
whether in the geometrical dislocations of deconstructivism, 
the play of images, or the historical recompositions that 
animated much of its production.

It is only in the face of today’s climatic urgencies, systemic 
inequalities, and the resurgence of right-wing populisms 
that architecture has more forcefully mobilized the 
postmodern tactics of dissent, reframing design and theory 
as instruments to reverse exclusionary legacies and to 
emancipate voices and bodies long neglected or denied. 
Critical and activist frameworks have accordingly gained 
prominence, particularly within academia, while positions 
advocating autonomy—e.g., object-oriented architectural 
approaches focusing on the autonomy of the architectural 
object—are increasingly dismissed as detached from 
the crises at hand.% That such strategies of repair and 
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identify and often neglected, where politics unfolds in 
the minor, everyday, and frequently silent ways in which 
spaces are lived, negotiated, and reconfi gured. It is in 
this micropolitical register that the ontological condition 
proposed here becomes most concrete. The equality 
inscribed in the project’s fl at interior is not a claim to be 
represented. It is a condition to be enacted through the 
multiplicity of encounters that architecture can host without 
authorizing one as sovereign. In this respect, architecture 
occupies a privileged position. Precisely because it is 
ubiquitous and—when conceived as inexhaustible—able 
to resist foreclosure, architecture is well suited to sustain 
micropolitical enactments of equality that do not depend 
on recognition and whose eff ectiveness is often structural 
rather than visible.

The Limits of Discipline-specifi c Autonomy and 
Constructionism.

The opposition between autonomy and socio-political 
determination, rehearsed throughout the twentieth 
century, shaped the terms of architectural discourse with 
remarkable persistence. On one side, autonomy was secured 
by excluding the contingencies of human life: architecture 
was to be defi ned by its internal laws of form, typology, 
or disciplinary self-reference. Kaufmann’s Enlightenment 
autonomy of clear geometrical shapes, Eisenman’s 
essentialization of form in architecture, or the aesthetic 
formalisms of Fiedler or Greenberg in art history and 
criticism, exemplify this ambition.' Autonomy was affi  rmed 
by bracketing out the subject, ensuring that architecture’s 
meaning would reside solely in its own formal constitution. 
Yet this orientation was paradoxical. Even while claiming 
to sever the project from social life, it relied on human 
judgment to certify its autonomy. Eisenman knows, or 
more aptly, establishes that the essence and autonomy of 
architecture lie in centroidal or linear forms.( Greenberg 
knows, or more aptly, determines that painting’s autonomy 
resides in fl atness.) In such cases, what is claimed as 
autonomous is grounded in the decision of an author. The 
architectural or artistic object, presented as self-suffi  cient, 
was still measured against categories external to itself. The 
self-suffi  ciency attributed to the object was continually 
measured against dictates derived from the subject. 
Epistemological formulations were elevated to ontological 
assertions and set down as immutable truths.

On the other side, twentieth-century constructionist 
paradigms have insisted that architecture is always 
already a cultural, social, and political product. Wigley’s 
deconstructive reading of Derrida, Tschumi’s notion of 
disjunction, or Agrest’s critique from without all aligned 
architecture with the linguistic and political turns of the 
humanities.!* In this register, architecture was indeed 
constituted through symbolic systems, discourses, 
and events rather than autonomous forms. What they 
foregrounded—bodies, signs, or events—was too often 
displaced into compositional maneuvers: geometrical 
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dislocations, imagistic play, or historical recombinations. 
The rhetoric of social construction was reabsorbed into 
compositional questions.

Contemporary constructionist practices, most visibly in 
activist and repair strategies, have sought to overcome 
earlier limitations by confronting exclusion directly. 
Drawing from feminist, queer, postcolonial, and ecological 
discourses, they have made substantial progress in 
rehabilitating marginalized subjects and diversifying the 
voices that architecture engages. Equality and inclusion 
have been enacted here as responses to identifi ed 
exclusions.!! Yet the very methods that make these practices 
eff ective—mostly epistemological based on reason 
and moral—also defi ne their limits. Yet, inevitably, any 
epistemological orientation remains anthropocentric in 
character. Even when oriented toward expansive horizons—
as constructionist practices attempt today through the 
integration of unfavored social groups or of the non-
human—these entities are enfranchised exclusively through 
human reasoning, discursive frameworks, and renewed 
moral principles. Such a human-centered regime excludes 
whatever cannot be brought under the rational subject’s 
capacity to conceive, including confi gurations that might 
prove benefi cial precisely because they exceed it. When 
architecture operates solely within the epistemological 
horizon of the subject, anthropocentrism becomes its 
default condition. Once coupled with critical-analytic 
methods, anthropocentric pluralism is its predictable 
outcome. Yet, this pluralism can only react to what it 
critiques and is therefore bound by it. It can certainly 
combat the inequalities it identifi es, but only from within 
the horizon those inequalities establish. This makes it 
structurally limited, leaving little space for alternative 
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presuppose a gap between language and reality that must be 
bridged, that does not defi ne the two as opposites.”!# Rein 
Raud makes a similar point: “language itself is also a part of 
the reality it seeks to refl ect.”!$ That human activities cannot 
be separated from the reality they inhabit, and indeed also 
constitute, is further clarifi ed by Lars Spuybroek when he 
argues that “the phenomenal has to be seen as continuous 
with the ontological.”!% The phenomenality of design and 
inhabitation, the aff ective resonances of space, and the 
perceptual and emotional engagements of users, architects, 
or critics are not foreign additions to an otherwise 
autonomous form. They are architectural encounters, 
and—as Benjamin remind us—architecture stays in the 
background of experience.!& They unfold most often in 
everyday, tacit, and even unconscious modes of designing 
and inhabiting. As such, they constitute equally fragmentary 
manifestations of the project’s ontology.

Recognizing this destabilizes the anthropocentric refl ex of 
reducing architecture either to its formal essentialization 
or to its socio-political discourse. It reframes the project as 
ontologically distributed: a set of heterogeneous yet equal 
manifestations, a non-hierarchical, fl at interior.!' In this 
sense, equality is not imposed from outside through moral 
or political dictates, nor exhausted by them. It is inscribed 
in the very constitution of the project as an autonomous 
entity. What matters is not which manifestation comes 
closest to truth or essence. Indeed, the very notion of truth 
and essence are here seen as epistemological fi lters, and 
the establishment of such fi lters often grounds conditions 
of inequality and exclusion since they depend on who is 
entitled to defi ne them. In a fl at interior, by contrast, all 
manifestations stand equally, none elevated above another. 
Adopting this ontological view precludes the proliferation 
of subject-dependent claims over what is right or wrong in 
relation to the world’s phenomena and thereby resists the 
hierarchies that sustain social inequality.

It is in the fl attening of the project’s interior—its refusal 
to privilege one manifestation over another—that an 
ontopolitical dimension emerges. David Chandler uses the 
term ‘ontopolitics’ to describe how ontological premises 
that dissolve hierarchical distinctions between humans 
and non-humans can orient a politics no longer organized 

grounds on which equality—and with it, inclusion—might 
be conceived and sustained. In this respect, architecture 
continues to be understood primarily as a reparative tool, a 
means to generate inclusion by addressing exclusions once 
made visible. This is by no means a minor achievement. 
Yet what remains to be asked is whether architecture 
might also be conceived as an entity already operating in 
equality, precisely to extend those conditions obliterated by 
approaches of repair. In such a case, a way inclusion could 
arrive is not as a corrective but as a constitutive condition.

Ontological Autonomy and the Flat Interior of the 
Architectural Project.

If, as argued, the twentieth-century sense of architectural 
autonomy remains bound to anthropocentric coordinates, 
then a diff erent understanding of autonomy must be 
articulated—one not defi ned in opposition to the human 
subject, yet not exhausted by it either. What is proposed 
here is a framework that conceives the architectural project 
as an autonomous entity that holds together a multiplicity 
of manifestations, both human and non-human, while 
remaining irreducible to any single one of them. This 
constitutes a post-anthropocentric autonomy—not because 
it excludes humans but because it cannot be reduced to 
them.

This shift can be clarifi ed through certain frameworks of 
posthumanist and object-oriented philosophies. Some 
posthumanist thinkers insist that human experience and 
discourse are part of a reality that is not subject-dependent. 
Levi Bryant, for instance, conceives autonomous objects 
as composed of what he calls local manifestations. Yet, as 
he explains, “local manifestations are not to be confused 
with manifestations to or for a subject, but are rather 
events that take place in the world regardless of whether 
or not any subjects or sentient beings exist to witness 
them. [...] Experience is a subset of local manifestation, 
but the set comprised of local manifestations is infi nitely 
larger than the set consisting of experience.”!" Applied to 
architecture, this suggests that projects are constituted 
by both human and non-human elements, each acting as 
fragmentary expressions and constitutive parts of the larger 
whole. Drawings, models, structural calculations, material 
assemblies, built spaces, maintenance routines, aff ects, and 
everyday uses by users are all local manifestations of the 
project. Each is equally relevant to its formation, yet none 
can claim to exhaust it.

Such an account resonates with other critical attempts to 
move beyond the dichotomy of language —as a human 
construction defi ning everything else— and reality —as 
what stands independently of human involvement—. As 
Susan Hekman writes: “Privileging reality over construction, 
the modernist settlement, is not preferable to privileging 
construction over reality, the social constructionist 
alternative. What we need is a conception that does not 
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around human centrality.!( In the present argument, 
ontopolitics designates the condition whereby equality is 
already operative at the level of the architectural project’s 
metaphysical constitution—one of a fl at interior. Every 
manifestation, whether technical or experiential, discursive 
or material, human or non-human, is included as a 
fundamental part of the project without hierarchy. It is equal 
by virtue of the ontological parity of its parts. In this sense, 
architecture already stages conditions of equality upon 
which social life can operate. The same ontopolitical logic 
of equality among all non-human manifestations extends 
to the relations of its human participants, since—as Bryant 
reminds us—“experience is a subset of local manifestation.” 
Therefore, this post-anthropocentric sense of autonomy 
both allows and needs the socio-political ambition for 
equality to operate without exhausting the project’s reality. 
Precisely because the project is inexhaustible by any of its 
parts, it can include all encounters within its interior while 
ensuring that none can claim totality.

Equality as Operation in the Inexhaustible. 

If the project’s ontological structure is one of distributed, 
non-hierarchical manifestations, then the task of 
architectural design is not to generate equality as a 
predefi ned goal but to operate from within it. Equality, in 
this sense, is not something to be achieved but something 
to be enacted—performed not as a result but as a condition 
already in place. When equality is understood as operative 
rather than aspirational, the tasks of design shift. It is no 
longer about correcting exclusions after they are identifi ed. 
It is about sustaining a mode of practice that refuses to 
constitute exclusion in the fi rst place.

For Jacques Rancière, this principle is central to both 
politics and aesthetics. Politics does not occur when 
those without visibility are granted recognition by critical 
means. Rather, it occurs when they act as if their equality 
were already presupposed. As he writes: “What the 
presupposition of equality means is the rupture of the 
inegalitarian belief or inegalitarian knowledge. The name 
of this decision is emancipation.”!) In this interpretation, 
emancipation is not the arrival at equality. It is the 
interruption of hierarchies through the assumption that 
equality is already the case. Thus, art cannot be reduced 
to denunciation or the exposure of injustice, for such 
gestures often remain caught within the very hierarchies 
they seek to dismantle. In Aesthetics and Its Discontents, 
Rancière critiques what he terms “critical art”—works 
that rely on unveiling hidden mechanisms of domination 
or shocking audiences into awareness."* Such strategies 
tend to reproduce the asymmetry or hierarchy between the 
enlightened critic and the passive spectator. By contrast, 
an emancipatory art—or, by extension, an emancipatory 
architecture in Rancièrian key—operates by staging equality 
as already given. Read this way, equality is less a destination 
than a procedure. It is enacted in the moment one refuses 
the distribution of capacities that assigns some to speak, 
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tend to reproduce the asymmetry or hierarchy between the 
enlightened critic and the passive spectator. By contrast, 
an emancipatory art—or, by extension, an emancipatory 
architecture in Rancièrian key—operates by staging equality 
as already given. Read this way, equality is less a destination 
than a procedure. It is enacted in the moment one refuses 
the distribution of capacities that assigns some to speak, 
decide, or interpret and others to merely receive. Equality 
does not begin from exclusion or its repair, but from the 
absence of any pre-established framework that would 
predetermine roles. Subjects are equalized in their disparate 
capacities to act without the overarching structures of 
validation that dictate who can act, and on what terms. 
In the absence of such prefi gured hierarchies, not only 
can formerly excluded subjects participate freely but the 
possibilities of the artistic or architectural work itself are 
expanded through this unconditioned performance. As 
Rancière writes: “The method of equality supposes that you 
can start from any point and that there are multiple paths 
that can be constructed to get to another point and still 
another one that is not predictable.”"!

For architecture, the implication is not that critique 
becomes illegitimate, but that critique cannot be the sole 
model of political effi  cacy in the pursuit of bodily and 
social equality. The project can stage equality without fi rst 
establishing an educational hierarchy between those who 
“know” the mechanisms of domination and those who 
must be led toward recognition. The political wager shifts 
from producing the correct reading to sustaining a fi eld in 
which readings and uses remain fundamentally revisable. 
This insight suggests that inclusion cannot be understood 
only as the repair of prior exclusion. It must be embedded 
in the project’s constitution, enacted through the refusal to 
privilege one manifestation or encounter over another even 
if of repair. Architecture’s political force does not only lie 
in its capacity to denounce and reverse inequalities from 
the outside. It also lies in its ability to put in practice its 
own interior so that no voice, no use, and no interpretation 
claims fi nal authority. Design, in this sense, does not 
prescribe equality. Design enacts equality by shaping the 
off ered architecture and its performance according to the 
project’s autonomous, fl at interior. To do so is to off er an 
architecture that remains irreducible and inexhaustible in 
relation to any particular appropriation. It is an architecture 
that stays open to continuous discovery."" Such enactment 
should not be forced o turn into an spectacular or special 
event. It unfolds in the everyday: in small appropriations, 
detours, pauses, crossings, reuses—often unnoticed, yet 
structurally decisive. Precisely because architecture is 
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is fi nal, no reading conclusive, no subject defi nitive. By 
refusing closure and defi nition, the project enacts equality—
not as a promise but as a condition already operative in its 
material, functional, formal, and temporal structure. This 
perspective also resonates with architectural ideas that 
resist collapsing meaning into preordained functions. For 
example, Federico Soriano’s notion of ‘deprogramming’ 
provides one such formulation. Deprogramming does 
not abolish the program but displaces it into a fi eld of 
possibilities. As he describes it, the task is “to inject into the 
object’s origin the open condition” so that functions “will 
be at the expense of each use or user.”"% It is a cartography 
of the unplanned. There, standardized uses coexist with 
unforeseeable appropriations, each fl attened within 
the project’s manifold. Deprogramming thus suspends 
the sovereignty of the specifi c program, positioning it 
as one manifestation among others within the project’s 
inexhaustible structure.

In this light, architecture ceases to operate as a medium 
of critique and instead becomes the scene of unplanned 
practice. It is not a practice that begins from inequality in 
order to repair it, but one that assumes equality as its point 
of departure, generating the conditions in which it can be 
enacted. This shift redefi nes the role of the architect: no 
longer a technician of correction or a strategist of social 
redemption, but a facilitator of encounters that cannot 
be captured by prefi gured categories. The ethic of design 
here is not to prescribe outcomes but to safeguard the 
project’s inexhaustibility, keeping it open to unforeseen 
appropriations. Released from discursive closure, the project 
becomes a resonant device of its own fl at interior. 

Considering the Micropolitics of Architectural 
Equality. 

To ask whether architecture can enact equality without 
reducing itself to repair or critique is to ask how far the 
political can be extended as a mode of architectural 
practice. Such a question requires distinguishing the 
diff erent registers in which politics operates, and clarifying 
the ways architecture participates in each of them.

On the one hand, what can be called ‘the macropolitical’—
the level of institutions, laws, policies, and discourses—
operates largely through consensus, producing regulated 
frameworks for collective life. This is the visible face of 
politics, the arena where strategies of correction and repair 
emerge. It is here that critique, denunciation, and activist 
frameworks intervene to expose exclusionary mechanisms, 
and where institutional arrangements—academic, legal, and 
governmental—are called upon to translate such critiques 
into codes, rights, and policies. The role of macropolitics 
is decisive: without legal protections, rights remain fragile; 
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ubiquitous and—when conceived as inexhaustible—resists 
foreclosure, it is apt to sustain forms of equality that do not 
wait for recognition, and that are often more eff ective in 
their consequences than they are visible as claims.

Pointing to specifi c projects could clarify how such an 
ontological condition of equality has been implemented, 
but it also risks narrowing the argument into particular 
formal and programmatic outcomes or recognizable design 
methods. It would, in eff ect, turn an ontological formulation 
into a typological and methodological repertoire. Since the 
point is precisely how each architect might translate this 
framework within their own project-specifi c constraints, it 
is more productive to identify architectural concepts that 
resonate with the idea of architecture as already operating 
in equality. One such concept—at least in part—is Graham 
Harman’s notion of ‘zero-function’. Harman argues that 
objects, which includes works of architecture, can never 
be fully reduced to the functions assigned to them. Every 
work exceeds the roles it is designed to perform, retaining 
a surplus that resists instrumentalization. For him, 
objects are never exhausted by their relations, keeping a 
reserve from any attempt to totalize them."# In Harman’s 
architectural terms, zero-function names this excess: a 
“decomposition of purpose” so that function is “rendered 
less specifi c, and thereby withheld slightly from any relation 
in particular.”"$ Far from diminishing architecture’s 
usefulness, zero-function foregrounds its inexhaustibility. 
A design so distributed maintains a reserve of possibilities 
that escape any functional assignment, allowing unforeseen 
encounters to emerge. Spaces sustain a surplus that exceeds 
their immediate functions and opens them to continuous 
reinterpretation. This surplus is precisely where equality 
takes place: in uses that were not authorized in advance by 
program, norm, or expected subject. This inexhaustibility 
does not undermine architecture’s social service. Rather, 
it secures its openness to multiple uses and meanings, 
which in social terms precludes the exclusion of those who 
might act and perceive diff erently. Equality is thus enacted 
in this context of inexhaustibility. No single program or 
group can monopolize the project’s defi nition, yet each is 
indispensable to its constitution.

Taken together, Rancière’s method of equality and 
Harman’s zero-function suggest a politics of design not 
based on responsiveness or redemption, but on structural 
indiff erence to roles. In this context, an architecture of 
equality does not distribute recognition by naming excluded 
groups. It suspends the very mechanisms of exclusion. 
It refuses to assign defi nitive meanings to space or users, 
resisting the reduction of the project to discursive, moral, 
or symbolic functions. Such an architecture has nothing 
to denounce because it stages no hierarchy from which 
to fall. Its propositions do not announce themselves as 
just or inclusive. They do not proclaim solidarity or stage 
resistance. Instead, they promote disparate authorships 
and heterogeneous engagements by default. Architecture 
is structured around a principle of inexhaustibility: no use 
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without institutional frameworks, equality risks becoming 
contingent and precarious. Accessibility standards, rights 
to housing, or environmental protocols are indispensable 
achievements at the macropolitical level. This battlefront 
will always remain active, because inequality is endlessly 
adaptive and its symptoms constantly resurface. It is also 
the register in which architectural discourse and action 
has become most legible to itself, since it off ers specifi c 
objectives of intervention: programs to be adjusted, norms 
to be rewritten, histories to be corrected, and subjects to be 
represented.

On the other hand, what can be called ‘the micropolitical’ 
unfolds in the everyday. It appears in dispersed 
appropriations and in the aff ective registers through which 
spaces are felt and navigated. It takes shape in the ways 
spaces are entered, used, avoided, adapted, or reinterpreted. 
It is formed through habits of movement and attention 
that settle silently over time, and through permissions that 
are tacitly granted or withdrawn. It is also enacted in the 
subtle manner in which a setting invites appropriation or 
enforces compliance. These gestures are often imperceptible 
and yet structurally eff ective. Much of this register remains 
beneath the threshold of explicit recognition. It is not 
typically described as political because it rarely takes the 
form of a declared position, a program, or a demand. 
And yet it is politically consequential precisely because it 
is enacted continuously, through minor diff erences that 
accumulate. Micropolitics is not primarily concerned with 
recognition or regulation but with the silent ways in which 
space is designed, inhabited, appropriated, and transformed. 
For this reason, when it is exercised inappropriately, a 
micropolitics of inequality is so diffi  cult to identify.

This is precisely where critique makes its analytical 
contribution: it renders such micro-inequalities legible. 
The problem arises when the framework of action is 
limited to correction alone and is displaced exclusively 
onto the macropolitical plane. Hence the need, argued 
here, to also reclaim a practice of architectural equality at 
the micropolitical level. Consequently, the gestures of a 
micropolitics of equality are rarely spectacular and often 
leave no visible trace, yet they reconfi gure the operations of 
space in ways institutions cannot codify. For that reason, 
micropolitics is less easily represented and has therefore 
been persistently diminished in architectural discourse, 
despite being one of the main sites in which equality is 
practically enacted. This register corresponds to what 
Rancière describes as an interruption of the sensible order, 
and to what Chantal Mouff e identifi es—particularly in 
her account of public space—as the agonistic condition of 
democracy: the terrain where confl ict, not consensus, makes 
equality possible."&

Architectural discourse tends to privilege the macropolitical 
because it aligns with the dominant epistemological formats 
of critique, diagnosis, and prescription. It is comparatively 
easier to name an exclusion than to describe the micro-

:>8& See, Jacques Rancière, The Politics of Aesthetics (London: Continuum, 2004); 
Chantal Mouff e, Agonistics: Thinking the World Politically (London and New York: Verso, 2013), 
chap. 5.

dynamics through which equality is enacted in practice. 
The political is therefore frequently framed as what 
architecture can say, symbolize, or correct. Yet to eclipse the 
micropolitical as a fi eld in which architecture can operate 
toward equality is to miss a vast front for conceiving and 
practicing equality otherwise. The limitations of strategies 
of repair have already been stated above. Against today’s 
tendency to treat correction as the sole eff ective horizon 
of action, it becomes necessary to reclaim micropolitics 
as a parallel fi eld of architectural action and thought—
one that is neither secondary nor merely consequential. 
As formulated here, the micropolitical does not arrive as 
an “application” of a politics external to architecture. It 
emerges from the project’s ontological constitution: from 
its fl at interior, where heterogeneous manifestations—
material, technical, experiential, discursive, human and 
non-human—are included without hierarchical rank. The 
project’s autonomy, when understood as irreducibility and 
inexhaustibility rather than self-enclosure, establishes a fi eld 
in which no single use, interpretation, or appropriation can 
claim total authority. Equality becomes operative here not 
as a rational or moral instruction but as a structural feature 
of the project: the refusal of foreclosure, the maintenance of 
openness, the suspension of imposed functions.

Micropolitics, in this sense, operates not through consensus 
but through subtle diff erence and contestation. This is so 
because every manifestation of the project—including those 
enacted through human means—is singular in relation 
to the project that contains it. Within the irreducible 
and inexhaustible context of the autonomous project, 
micropolitics takes the form of ontopolitics: the staging 
of equality as already given, inscribed in the fl atness 
of the project where no manifestation is privileged, no 
role predetermined, and no encounter defi nitive. The 
micropolitical powers of architecture become political not 
by correcting what has been excluded, but by ensuring 
that nothing is foreclosed—by keeping the project open to 
unforeseen appropriations that are part of the own project. 
Micropolitics does not operate through codifi cation but 
through enactment. It is here that architecture engages the 
unplanned, the minor, the peripheral, structuring conditions 
in which equality is enacted infrastructurally rather than 
declared discursively. The ethic of this model lies in 
maintaining inexhaustibility as perpetually active, such that 
no encounter can prescribe the terms of others in relation to 
the same project.

To insist on micropolitics is therefore not to dismiss the 
macropolitical. The point here is to counterbalance the 
dominance of the macropolitical as the privileged horizon 
of architectural political thought. If equality is to be 
maximized, it cannot be confi ned to what is representable 
in norms and discourses alone. Architecture is uniquely 
positioned to sustain micropolitical enactments of equality 
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because it persists materially across time, because it is 
encountered repeatedly in the mundane rhythms of life, 
and because it can be set up in an inexhaustible manner 
that allows unforeseen appropriations to take place 
without requiring prior authorization. The political force 
of architecture may thus lie less in what it declares than in 
what it allows to occur—less in the rhetorical framing of 
inclusion than in the silent but consequential redistribution 
of possibilities enacted by a project that remains open.

Conclusion.

Equality in architecture cannot be reduced to a problem of 
representation or intention, nor even correction. Equality 
becomes architecturally consequential when it is understood 
as an operation: a condition enacted in the project’s very 
mode of existence, in its refusal to be exhausted by any 
one use, narrative, or authorized interpretation. This is the 
sense in which the autonomous project—conceived not 
as self-enclosed form but as an inexhaustible entity with a 
fl at interior—can be political without becoming primarily 
denunciatory. Its politics does not depend on declaring 
inclusion, but on sustaining the conditions in which 
inclusion can occur without permission: in the dispersed, 
often unconscious, and structurally eff ective practices of 
everyday encounter.

Reframing equality as operation also displaces the locus 
of architectural responsibility. The question is no longer 
only what architecture represents or what it corrects, but 
how it holds open a fi eld of possible participation. Here, 
the architect is neither the neutral technician of form nor 
the moral legislator of social life, but a practitioner of 
thresholds: one who organizes conditions of encounter 
without foreclosing them. Such a task is neither purely 
compositional nor purely ethical. It is ontological, insofar 
as it concerns what the project is and can be. It is political, 
insofar as this “can be” distributes capacities, permissions, 
and possibilities across bodies, situations, and times. When 
equality is not treated as a goal to be delivered but as a 
condition to be maintained, architecture’s political effi  cacy 
shifts from the production of correct solutions to the 
sustenance of openness, from the authority of program to 
the endurance of inexhaustibility.

At the same time, this shift should not be mistaken for 
an argument against macropolitical action. The tension 
between macro and micro is structural. They operate 
with distinct logics: macropolitics aims at consensus and 
regulation, while micropolitics thrives on confl ict and 
unpredictability. One works by naming and codifying 
exclusions; the other by refusing their authority. Yet both 
are necessary. Without macropolitical frameworks, equality 
lacks durability; without micropolitical enactments, it 
risks ossifying into bureaucratic consensus. The strength 
of architectural strategies of repair lies precisely in their 
capacity to translate critique into durable protections and 
shared frameworks. Yet the very limits of corrective tactics 

make clear the need for another political register—one 
often diminished in architectural discourse—where equality 
does not appear as an achievement to be certifi ed, but as a 
practice to be enacted. The question, then, is not whether 
architecture should be political, but what forms of political 
effi  cacy it can sustain beyond the paradigms that currently 
dominate how equality is framed. More to the point, the 
challenge is not to choose between the macro- and the 
micropolitical aspects of architecture, but to understand 
how they might be coordinated despite their antagonism. 
Such coordination cannot be a synthesis. It should be an 
articulation. Macropolitical frameworks must fi nd ways to 
support, rather than suppress, micropolitical enactments, 
while micropolitical practices must be able to fi lter into the 
macro, transforming institutions from within. Architecture, 
by virtue of its ubiquity, is in a privileged position to 
attempt such a coordination. It operates simultaneously 
in the scale of laws, codes, and rights, and in the scale of 
everyday inhabitation, aff ect, and appropriation. Its capacity 
to hold both registers in tension is where its political force 
resides. 

This article has foregrounded the micropolitical—
approached through the ontological autonomy of the 
architectural project—as a necessary, often neglected 
dimension of equality. It is a fi rst step toward the broader 
task of articulating micro- and macropolitical registers so 
that equality can become both more durable and more 
open in architectural design and inhabitation. How, then, 
might design and inhabitation sustain this dual register—
supporting the institutional frameworks of equality while 
cultivating the inexhaustibility through which equality 
is enacted beyond them? What forms of practice could 
navigate the tension between correction and openness, 
regulation and appropriation, consensus and confl ict? And 
how might such coordination give rise to more robust, 
multi-scalar, and more open architectural eff orts toward 
equality—eff orts that do not simply respond to exclusion, 
but enlarge the very space in which equality can take place?
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