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Architectural remediation: the
Nautilus project, a glass house
immersed in media devices and
electromagnetic waves

In the summer of January 2000 — a few months after the first television
programme Big Brotherwas launched in the Netherlands — a couple of
young architects in Santiago designed and placed in the city centre a
three by four metres glass house. The project, called Nautilus, La
Nueva Casa Transparente para Armar en su Lote Suburbano, became
for a couple of days the house of an actress who performed domestic
routines in front of hundreds of passers-by and the media. The project
ended up questioning the motivations and expectations of the archi-
tects, who in deploying their own conception of modernity, underesti-
mated the technological transformations and role played by the
media. Nautilus is not only constructed by its architecture and perform-
ance as an art installation but also through the multiplication of the
media image; the house becomes a virtual artefact which is produced
through its media dissemination. In this context, Nautilus will be
explored in relation to the rise of reality television shows and the pres-
entation of the self via distributed digital platforms. The project opens
up a series of questions regarding contemporary forms of exhibitionism
and voyeurism activated by intensifying socio-technological mediation,
wherein domestic space emerges as an instrumental medium through
which to discharge our mediatised subjectivities.

In the summer of January 2000, two young architects, Arturo Torres and Jorge
Christie, designed and placed in the centre of Santiago a three by four metres
one-room glass house. The project, known as Nautilus, became the house of a
twenty-one-year-old student actress called Daniela Tobar, who without follow-
ing any given script, performed domestic routines in front of hundreds of
passers-by and the media (Fig. 1). Nautilus was so named when one of the
architects, Arturo Torres, witnessed the working conditions of women while
devising a plan to renovate the red-light district in Santiago. As he explained,
‘Nautilus refers to a strip club in Santiago where nude women swim in
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large aquariums. Clients sit and drink in the dark, while the aquarium is
brightly lit.’1

Following a quiet first night, the project rapidly began to attract the attention
of the media, resulting in a large number of people gathering outside the
house. Most were men, forming a big group of onlookers and voyeurs that
increased in number every morning when the actress had to take her daily
shower (Fig. 2). The consequences of publicly displaying the domestic routines
of a person to passers-by seemed to be determined not just by the use of the
domestic interior as a space for public performance or by the glass as a trans-
parent object, but by the exposure of the female body. In other words, Nautilus
became a representation of domestic routines superseded by the exhibitionistic
fixation of the female figure upon the glass surface of the house. However, by
its accidental complicity with the media, the project also activated different
modes of viewing and became a virtual artefact which is produced and
consumed through its media dissemination.
At Nautilus, architecture seems to enter into a process of ‘remediation’. The

term, proposed by Jay David Bolter and Richard Grusin in their book Remedia-
tion: Understanding New Media, refers to the incorporation of one medium
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Figure 1.

People gather in front of Nautilus

glass house as photographed from

Iglesia de las Agustinas (Church of

Las Agustinas) across the street,

photographed by and courtesy of

Arturo Torres and Jorge Christie,

Nautilus, La Nueva Casa

Transparente para Armar en su Lote

Suburbano, Santiago, 2000



into the other, the ‘refashioning’ of older media by newmedia, or the incorpor-
ation of new media into old media. However, while Nautilus became a virtual
artefact, its architecture and performance developed in direct complicity with
new practices of voyeurism and exhibitionism motivated by the new media
industry, amid an accelerated process of technological and cultural transform-
ations. Nautilus migrated throughout different platforms, from its almost cine-
matic disposition on the streets of Santiago to the dissemination of its images in
newspapers, television channels, and the internet, each constructed their own
discourses, narratives, and criticism. Therefore, the project can be understood
in relation to not only the new broadcasting technologies and media consump-
tions at the time but also the new subjectivities being activated by and explored
through such technologies.

Situating Nautilus

Nautilus can be positioned in relation to a series of earlier artistic practices and
installations in which the increasing concern over surveillance, voyeurism,
and exhibitionism are explored by challenging assumed conventions of public

3 The Journal
of Architecture

Figure 2.

People gather in front of Nautilus

glass house to see the actress’

morning shower, photographed by

and courtesy of Arturo Torres and

Jorge Christie, Nautilus, La Nueva

Casa Transparente para Armar en

su Lote Suburbano, Santiago, 2000



and private situations and spaces. Among these is the artist Sophie Calle, who
employed the practice of ‘following’ as an artistic performance. In Suite Véni-
tienne (1980), the artist decided to secretly follow a man (Henri B.) throughout
his trip to Venice, whom she had randomly met the previous day at an opening
in Paris. In documenting first his search and then his traces, Calle made a con-
sistent use of photography throughout the streets, buildings, and interiors of
Venice. Ironically, in her work these photographs became oblique views of
her victim, that is, images that depicted his ‘vanished presence’ as traces of
absence.2 While Suite Vénitienne was assembled through the photographic
and written documentation of her experience as follower, her work The
Shadow (1981) exchanged places between the observer and the observed,
and between the performer and the spectator. As Calle later explained, the
intention of The Shadow was ‘to provide photographic evidence of my exist-
ence’, in which a detective, hired at the request of Calle’s mother, followed
her daughter’s routines throughout the streets of Paris.3

Other Calle’s works like The Hotel (1981) extended the use of pho-
tography as an intrusive and voyeuristic medium rather than a pure sur-
veillance apparatus. Working ‘undercover’ as a chambermaid in a
Venetian Hotel, Calle secretly photographed and documented the
rooms and personal belongings of its guests. Photography was used as
the medium by which personal items, experiences, and modes of inhabi-
tation were visually consumed. Likewise, experimenting with the invasive
and voyeuristic nature of the photographic device, the artist Merry Alpern
captured strangers in private situations and actions in her piece Dirty
Window (1993). Concealed behind the window of an apartment in
New York, Alpern recorded with her photographic camera a series of
private moments taking place on a short-stop hotel across her window.
For several weeks Alpern was the witness of intimate encounters,
drugs transactions, and naked bodies.4

Across the same period of time, work by other artists and architects such as
Julia Shred’s Surveillance Bed (1994), and Elizabeth Diller and Ricardo Scofidio’s
Loophole (1992), begun to experiment with other forms of electronic
mediation like video images, CCTV cameras, and monitors. These artistic prac-
tices were not mere violations of privacy caused by visual technologies, but
explorations in which these transgressions can become accepted norms and
pleasurable experiences for both viewers and performers.
The architecture of Nautilus seems also to be informed by other earlier artistic

practices like Dan Graham’s unbuilt project Alteration to a Suburban House
(1978), in which surveillance, voyeurism, and exhibitionism were enacted in
complicity with the performance of the domestic interior. In this work, the
main façade of a suburban house was replaced by a transparent glass
surface while the interior was totally exposed towards the street; another
surface — a mirror — is placed inside as the background of the interior. The
project speculates about the transgression of the interior through the reflec-
tions in the mirror of the passers-by, who are ‘swallowed’ by the virtual
image of the interior. Alteration to a Suburban House is an exaggeration of
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the picture window of the post-war American house, but also an allusion to the
performative transformations of the domestic interior. The project is not
intended to depict domesticity, but rather it stages ‘itself operating as a televi-
sion set’.5

The cinematic screen

With a clear front facing the street and a back against a dividing wall, Nautilus
developed as a mediating surface between the interior and the exterior, exhi-
bitionism and voyeurism, the private and the public, and representation and
reality. The precariousness of the domestic space was simulated as a prompt
for the construction and distribution of the body and the self, locating in situ
her instant reception and confirmation.6 In the words of the architect, Nautilus
also operated as a direct critique on modern architecture. In an interview the
architects explicitly referred to Philip Johnson’s Glass House (1949) and Mies
Van der Rohe’s Farnsworth House (1951) as not sufficiently modern: both
placed in large private property in the middle of nature and outside the
urban context.7 On the contrary, Nautilus was located in the city centre and sur-
rounded by buildings, streets, and people. Furthermore, while the glass archi-
tecture of modernism brings the exterior landscape into the interior, Nautilus
does the reverse.8 It changes not only the contexts in which the emblematic
glass houses of modernism are placed, but also the way we visually experience
their architecture— their introjecting condition — as if it was a screen project-
ing its interior towards the exterior.
Nautilus reproduces from the street a particular viewing condition that is

facilitated by a collective act of voyeurism towards the confined woman
behind the glass surface as the object of their gaze. Thus, it is possible to ident-
ify certain cinematic view of the object; although activated in the public space
of the city centre, the view reproduces specific types of disposition between the
image and its viewers. The house frames the female body as a spectacle in
manifest complicity with the voyeurs in the public exterior, transforming the
domestic space into a gendered object — an image, a viewing apparatus,
and a screen activated under uneven modes of visuality. This situation repro-
duces what the feminist film theorist Laura Mulvey describes as the ‘male
gaze’: a visual narrative that is underpinned on the objectification of the
female character by the spectator’s voyeuristic gaze. In her essay ‘Visual Plea-
sure and Narrative in Cinema’, Mulvey describes how the viewing conditions
within the cinema converge in two paradoxical positions: firstly, there is scopo-
philia which is the visual pleasure caused by viewing a person as an object of
desire, and, secondly, there is the identification of the observer with the
image seen.9 Thus, the viewing condition constantly interplays between
moments of objectification and moments of identification, mimicking the func-
tion of the ego’s formation at play in the Lacanian mirror stage.10 For Mulvey,
these two conditions are mediated: firstly, by the camera, which is used by the
film director to construct a series of different looks between the actors, and
between the actors and the screen; and secondly, by the sex of the character.
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Because the actress, in psychoanalytical terms, represents the threat of cas-
tration, her presence is always marked by the anxieties she signifies. Thus, it
is through the identification with the male character as the ideal ego that
the spectator constantly seeks to control and possess her, and to objectify
her presence on the film screen.
In Nautilus, the objectification that results from the male gaze, described by

Mulvey as a cinematic viewing condition, seems to be stimulated when a male
figure appeared inside the house. As the number of voyeurs on the street
increased, with the occasional moments of nudity of the actress, their levels
of anxiety in a society intellectually and sexually repressed during the years of
dictatorship as increased. Nautilus can be viewed as an uncanny manifestation
of something that ought to remain repressed, hidden, or concealed, yet
somehow returns to the subject as a traumatic experience, unexpectedly
released. Tobar’s performance can be identified as trauma, which interplays
between her presence as an object of desire and as a threat — as corrupting
morality and decorum (good manners). This situation is amplified by the
nineteenth-century church used as a vantage point across the street from the
house, raising the indignation and offending the sensibilities of many Catholics
(Fig. 3).
But for Mulvey, one of the ways the male unconscious must deal with the

repressed — symbolised by the castrated female actress — is through domina-
tion of the original trauma and sadism. In film, this is resolved in the narrative
through demands for punishment or forgiveness of the guilty. In this sense, in
Nautilus, Tobar had to move out before the originally scheduled time of two
months. At one point, a man threw a stone at the glass, others shouted at
her at five o’clock in the morning, many harassed her every time she left the
house, and some attempted sexual assaults were reported to the police.
All these actions were constructing a daily narrative that created tension

within the relationship between voyeurs, the exhibitionist, and the media. It
was not only that the project constructed the visual conditions in which hun-
dreds of people explicitly watched the domestic routines of one female
actress, or that her routines were at times erotically charged, but also through-
out the whole performance, the actress was constantly acting as if unseen.
Thus, she was pretending to carry out her daily task as if she was in her own
home, unaware of hundreds of voyeurs outside on the streets. This has the
effect of constructing an asymmetrical mode of view, where one direction of
gaze is explicitly invasive (the voyeurs), and the other passive and constantly
eluding confrontation (the exhibitionist). But to suggest that Mulvey’s male
gaze can operate in an architectural object is also to suggest that the
camera — as the main apparatus by which the gaze is articulated —

becomes incorporated by architecture. Moreover, in Nautilus, architecture is
what operates as both the camera and the screen; as the glass ‘camera
screen’, architecture here projects a fixed frame, a unique scale, and a specific
distance between image and viewer.
From this point of view, it is also possible to see Nautilus through its relation-

ship with Chantal Ackerman’s film Jeanne Dielman, 23 Quai du Commerce,
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1080 Bruxelles (1975). The film portrays a widowed mother trapped in dull
domestic routines, which eventually leads to her mental breakdown. In the
film, we see Dielman preparing food, washing dishes, cleaning the house,
making the bed, and receiving visits frommen (she is also a prostitute). The ges-
tures and movements of her routines are represented on the screen as
immobile frames that place the spectator in a fixed position, as Nautilus,
increasing the voyeuristic experience. We see Dielman going on and off the
screen while moving inside the house to complete certain domestic activities
without any cut; hence, we can perceive the complete time it takes her to do
her bed or to peel potatoes. Like Jeanne Dielman, at Nautilus, meaningless
and monotonous domestic routines are turned into a performative narrative
sustained by its voyeuristic implications.

The domestic interior: how to be modern

According to the main architect of the project, Arturo Torres, the purpose of
this performance was to generate a cultural confrontation with the idea of
modernity, which for him in Chile is confused with technological development
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Steps in front of the Church of Las

Agustina, used as a vantage point

to look at Nautilus, photographed

by and courtesy of Arturo Torres

and Jorge Christie, Nautilus, La

Nueva Casa Transparente para

Armar en su Lote Suburbano,

Santiago, 2000



that usually overlooks its cultural implications.11 Thus, for Torres, modernity
implies not only technological but also cultural transformations. In exposing
the body of a female actress carrying out her domestic routines, Torres
sought to reveal the unbearable cultural backwardness of Chilean society,
and thus its un-modern condition. If this was the case, then the domestic
interior appears to serve as a backdrop against which the female body is
exposed in the context of an art installation. Architecture is instrumentalised
as a medium through which the visual culture of a given society is tested and
confronted. However, while Nautilus proposes that, to be really modern, the
domestic space should be placed in the city centre, it appears to ignore a
more recent debate about the early twentieth-century media practices that
also penetrated its production.
This idea has been largely discussed by Beatriz Colomina, in her book Privacy

and Publicity: Modern Architecture as Mass Media (1994), for whom modern
architecture, or more precisely its domestic interior, was redefined by the
increasing expansion and penetration of mass media into architectural pro-
duction. Consequently, modern architecture is not just represented in the
media, it has also absorbed media practices and new systems of representation
in the design of its interiors. As Colomina observes: ‘Modern architecture
becomes modern not simply by using glass, steel or reinforced concrete, as is
usually understood, but precisely by engaging with the new mechanical equip-
ment of the mass media: photography, film, advertising, publicity, publications,
and so on.’12

If media practices such as photography and cinema informed the construc-
tion of a new domestic interior — one that organised space in relation to a
mechanical eye (the photographic camera) — it is pertinent to ask what kind
of media practices were shaping Nautilus in the year 2000 as both performance
and architecture. Although not mutually exclusive, the former pointed towards
its subjective motivations while the latter pointed towards the medium by
which these motivations are accomplished. Moreover, following Colomina’s
line of thought, if in Le Corbusier’s architecture, ‘separation from the
outside, is provided by the window’s ability to turn the threatening world
outside the house into a reassuring picture’, then it might be possible to talk
about a different divide, one that returns the look from the window, transform-
ing the ‘reassuring picture’ into, at least most of the time, an enjoyable look
penetrating the interior.13 Nautilus cannot be comprehended outside the
new technological media and practices of representation at that time, which
constructed a specific sense of space and subjectivity. These practices are
widely different from those described by Colomina at the beginning of the
twentieth century, as well as different from the media technology explored
by artist, architects, and performers in the 1970s, 80s, and early 90s.

Media technology and the distribution of the self

A few years prior to Nautilus, the webcam was introduced to the market. Inde-
pendent of television, it allowed live content to be broadcast onto the web.
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Thus, in April 1996, nineteen-year-old Jennifer Ringley attached her webcam to
the computer screen and began to stream on-line content of her private life
from her college-room in Pennsylvania, twenty-four hours a day, seven days
a week. The technology available at the time only allowed content consisting
of black and white images that were refreshed every three minutes. Rather
than moving images, as one might think, the first version of the Jennicam, as
it was known, provided viewers with photographic shots that alternated
moments of concealment and exposure; to gain visual access to her room
was not an easy task. At her official website (www.boudoir.org), where visitors
could access these online images, Ringley also took the time to reply to some of
their questions. To one of them, concerning the ‘reality’ of what is seen
through the webcam, Ringley replied: ‘I never know when the camera is
going to take the picture, so I have no time to prepare, I never feel the need
to hide anything going on anyway.’14

Most of the time she was not in her room, and when she did appear, she was
either studying on her bed, looking at the computer screen, brushing her teeth,
or just sleeping.15 But this mundane routine was also occasionally interrupted
with erotic and pornographic content such as a striptease and explicit sex.
Technology was helping to fulfil desires for voyeurism and exhibitionism, as
the website attracted more than four million hits a day from viewers connected
daily to watch Jennifer’s routines inside her room.16 As the number of voyeurs
increased, she begun to charge for premium access after adding three more
webcams to her room following a move to Washington, D.C. in 1998. Thus,
media has helped to blur the limits between the private and the public
space. Furthermore, within this distortion of what is inside and what is
outside, the domestic space was also being reproduced, modified, and
streamed into the public as a backdrop for the distribution and confirmation
of the self. In a radio interview transmitted after her graduation, Ringley
stated: ‘Even though there’s nobody actually there with me, even though I’m
still alone, even if there is nobody watching the camera from the other end,
it’s just comforting to know that there is somebody metaphorically out
there.’17 If Ringley’s performance was underpinned by the metaphorical pres-
ence of the viewers, a presence confirmed by their total absence, then at Nau-
tilus, Tobar’s inhabitation was equally sustained by her spectators and
thousands of physically absent viewers on the other side of the televisions
screen.
A year later, on 22 August 1997, the artist and performer Ana Voog

launched her own version, the ‘Anacam’ and, unlike Ringley, claimed from
the beginning that what she was doing was an artistic practice. Moreover,
her presence in front of the camera usually included her body as a site for artis-
tic expression, which involved using her own image to experiment with the
media technology available at the time, applying filters, colours, texts, different
resolutions, and scales.18 The webcam transformed the seclusion and intimacy
of the room into a place to project our desires.19 The JenniCam and Anacam
were part of a series of early attempts in which newmedia devices and technol-
ogies penetrated the privacy and the seclusion of our domestic spaces not as
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receptors of images from the outside world entering into the privacy of our
homes, but as the emission of our own private interior, thus inserting directly
the private into the public.
These new media practices, developed alongside the production of new

reality programme genres on television aimed to depict the ‘real life’ of ‘real
people’.20 Hence, the dystopian society described by George Orwell in his
novel Nineteen Eighty-Four (1949)— where a totalitarian regime is maintained
by the permanent surveillance of tele-screens and the ubiquitous eye of the
head of the Party ‘Big Brother’ — was reformed as a new idea for a television
show. On 16 September 1999, the first version of the reality television pro-
gramme Big Brother was launched in the Netherlands. The programme con-
sisted of a group of strangers living together inside a semi-domestic space
especially designed for the show. Dozens of cameras recorded their daily rou-
tines, which largely revolved around the personal conflicts emerging from their
seclusion. Due to its immense success, the franchise has subsequently been re-
produced and adapted to local contexts in more than forty-seven countries.21

Big Brother provides a good example of the way in which the self is not just dis-
tributed, but is deliberately constructed through the media. The show
encourages the participants to find, appropriate, and exploit subjectivity, one
that will please their companions inside the house and the television audience
outside it. The camera here becomes most of the time a welcoming, pleasant,
and even comforting gaze confirming our very existence as beings. As the
webcam performer Ana Voog explains: ‘If you wake up in the middle of the
night or something with an anxiety attack, it’s really nice to know people
from all over the world are all there, to comfort you or talk about anything
you want. It’s just really cool.’22 Reality television shows absorb new practices
of representation and become part of a broader phenomenon in which identity
finds new mediums for self-confirmation, exploration and promotion; on the
other side of the screen, you can reconstruct yourself. The threatening world
on the other side of the window referred to by Colomina is transformed by
the welcoming gaze literally embodied in the television cameras to become
an opportunity to play with the self and to construct a new identity through
media exposure. The camera becomes the possibility of a reassuring look, con-
firming rather than destabilising our being, even though there is always a
window, a threshold in which the captivating gaze becomes an unbearable dis-
turbance. In Big Brothers, the competitors were constantly surveyed by the
remote-controlled cameras concealed behind one-way mirrors, as if in an
interrogation room, and even the slight privacy suggested by darkness at
night was disrupted by night-vison cameras.

Media convergence: the reception of the self

Nautilus opens up a series of debates about the insertion of the private into the
public, the excessive use of glass as skin of modern architecture in urban
context, and the relation between domestic space and the media, all of
which heightened desires for exhibitionism, surveillance, and voyeurism. The
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media, understood as the institutionalised circulation of photographic, filmic,
and televisual content, has increasingly been modified by the rapid develop-
ment of new technology. New video consoles, such as the Sony PS2 that
plays DVD movies, began to challenge the way we spent time in front of
the television. While the use of internet spread worldwide, new devices that
facilitated the reception of cable and satellite television were expanding the
alternatives for consumption. TiVo, the first digital video recorder (DVR), was
launched in 1999, permitting users to record their favourite programmes and
find new ones according to their preferences, locating what they wanted in
‘a chaotic, fragmented media landscape’.23 The proliferation of new portable
devices such as laptops, mobile phones (the first camera phone was introduced
by Japan’s SoftBank in November 2000), and media players such as the iPod
(released in October 2001) meant that the ownership of such items became
increasingly common. Supporting the function of these devices, there was an
exponential growth in new software technology that facilitated the sharing
and dissemination of media content with other users, including MSN Messen-
ger (launched in July 1999), Napster (June 1999), iTunes (January 2001), and
BitTorrent (July 2001), all of which helped to fulfil people’s dreams of portability
and connectivity.
The turn of the twenty-first century marked the time of media convergence

and the constant modification of technologies to delivery media content. Con-
trary to what is usually understood, convergence is not necessarily about the
incorporation of one media technology into another novel version of itself,
or the convergence of different technologies in an all-encompassing media
artefact. It points towards exactly the opposite: the convergence of media
content into different platforms. Thus, media convergence produces ‘different
devices and practices’, where information can ‘cascade from device to device,
seeking you out’, promising a more participatory and interactive mode of spec-
tatorship or experience.24

The term media convergence is usually defined in relation to the work of
Henry Jenkins, who in his book Convergence Culture (2006) views the media
not so much through the lens of technological features but more as a ‘cultural
system’.25 Referring to the media models developed by the historian Lisa Gitel-
man, Jenkins defines media as both ‘a technology that enables communication’
and as ‘a set of associated “protocols” or social and cultural practices that have
grown up around that technology’.26 For Jenkins, technology as a ‘delivery
system’ constantly erases or renovates itself, while media as a ‘cultural
system’ becomes entangled into an ever more complex information
‘stratum’. Thus, Jenkins defines ‘media convergence’ as:

The flow of content across multiple media platforms, the cooperation between
multiple media industries, and the migratory behaviour of media audience who

will go almost anywhere in search of the kinds of entertainment experiences

they want.27

Each new version of Big Brother comes not only with new participants and chal-
lenges but with the engagement of new media platforms that permit other
modes of dissemination and interaction between the spectators and the pro-
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gramme. For its fifth version in the UK (2005), viewers were given the chance to
pay for exclusive content on the internet and interact with the participants
through webchat, alongside daily updates of the show in the form of text mess-
ages.28 The programme was not meant to be viewed solely on television, it was
designed to be consumed on other media devices, operating in a cross-plat-
form environment. This hybridisation expands the possibilities for seeing
more; however, the medium by which the information is distributed also
alters the perception of the event. Thus, the information received by text mess-
ages seems to be mediated more than that gathered through the online
cameras inside the house. The event becomes hyper-mediatised by an array
of platforms that are constantly encouraging consumption of the show and
the participation of its audience. The more transparent the event becomes to
its viewers, i.e. the more visual access we are given, the more mediated it
seems and thus more opaque the ‘real’ life and conflicts of its inhabitants.
The televised version of Big Brother at prime time can be identified as the offi-

cial story of the programme, a sort of ‘meta-narrative’, where edited images
and an official voiceover narrate the event.29 However, this is challenged by
other modes of access to the story, such as text messages, internet material,
and webchat communication. Therefore, in Big Brother, the highly edited
content of its televised version is complemented and contested by the une-
dited, poor-quality images of the webcams placed in private spaces such as
rooms and bathrooms that can be accessed through its internet format.30

The audience, therefore, has access to the show through a collection of raw
material that can be used to construct different narratives depending on
their engagement with the show.
In Nautilus, it is difficult to separate the object from its performance on different

media platforms, where its architecture operates in the field of images. The
project was no longer a transparent glass house but a mediatised event, whose
images were disseminated daily on television shows, news reports, and in news-
papers. Nautilus and the media were two different ‘apparatuses’ operating in
constant feedback. Thus, while the media used architecture and the actress’ per-
formance as media content, the object used the media as a prompt or support to
reach larger audiences. and to overcome the poor optical conditions between the
property wall and the house, which can be corrected and recalibrated by the
camera.31 Through its media dissemination, the project constructed alternative
and new modes of visuality that superseded its unmediated optical structure.
The media in return created a form of fetishism in which television heightened
and disseminated a sexualised version of the house, thus creating, augmenting,
and increasing the desire to see it. The media interposed another ‘screen’ – as
mediated images of the woman under a veil of sensuality and, at times, porno-
graphic eroticism – between the viewers and the project.

Television sequence

Adjusting a section of the pink dress at the top of her thigh, followed by one of
her shoulder straps, it is early in the morning as Tobar prepares to leave the
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glass house in which she has been living for the past few days. Her domestic
routines have been followed daily by different television stations which have
been consistently using Nautilus as content for their own programme,
exhibiting Tobar’s performance inside the house.
Crouching to lock the front door of the house, she turns and approaches the

street, moving towards the throng of voyeurs and the media, to leave the site
(Fig. 4). Her body is followed by the television camera as if the house has been
inadvertently replaced by the television screen, blurring the boundaries of the
installation, or rather elongating it outside the house. This sequence has
been translated into a set of two drawings (Fig. 5, Fig. 6). The first drawing,
contrary to the floor plan that renders visible the tightness of its spatial arrange-
ment, evidence the large distance between the house and the street where the
television camera was place, manifesting the use and abuse of the zoom. In the
second drawing, the glass surface seems to have been removed and trans-
formed into a series of picture planes multiplied across the site. Furthermore,
Tobar’s moment of departure from the house makes it appear as if her body,
enclosed behind the glass screen, has finally been set free, not only from the
domestic routines that sustain her presence but also from the world of rep-
resentation to penetrate the objective world of reality. While the first
drawing translates the distance and movement of television camera from the
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Figure 4.

Composition of snapshots taken

from a television sequence of

Nautilus, courtesy of Canal 13,

2000



house to the street, the second drawing represents the same sequence, but
with the television camera fixed. It is the house rather than the picture plane
of Tobar’s figure that has been multiplied across the site. The drawing can
be read as the physical expansion of Nautilus beyond its physical location,
ambiguously caused by the glass surface on the television screen.
Nautilus becomes a screen within a screen: the superimposition of one

medium over the other. While the house acquires from the street a cinematic
viewing condition, its image is simultaneously absorbed by the television
sequence. This gives rise to the uncanny feeling of seeing not just the perform-

14 Architectural remediation: the Nautilus project, a glass house immersed in media devices and electromagnetic waves
Sebastian Aedo Jury

Figure 5.

Analysis of the television camera

following Tobar’s body going out

of the house, representing her

figure as a series of picture planes

moving across the site, drawn by

the author, 2019



ance on the glass surface on television but also the viewers as voyeurs, who
happen to be trapped in the middle of both screens — the one that projects
(the glass wall of the house) and the one that records and transmits (the tele-
vision screen). The insertion of the camera as a new ‘eye’ seems to temporarily
transform voyeurs into exhibitionists, proposing an alternative viewing struc-
ture to that previously established by the house. Nevertheless, this new visual
condition does not exclude other simultaneous modes of viewing. At times
the performance functions as a peeping box (looking at it from a hole or a
crack on the property wall). Even the metallic mesh covering some fragments
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Figure 6.

Analysis of the television camera

following Tobar’s body going out

of the house, as the entire

sequence develops into a series of

floor plans, rather than picture

planes, mobilising its interior and

the objects contained within it

across the site, drawn by the

author, 2019



of this wall seems to unintentionally reproduce Alberti’s velo, a device used to
translate three-dimensional space into perspectival representation. These
different forms seem to co-exist, but also to compete in the construction for
a ‘view’, and a specific form of subjectivity.
Nautilus operated in a cross-platform environment, moving between its per-

formance as an art object, its representation on television and in newspapers,
and its content on its own website, which was launched by the architects a few
days after the project began. However, the domestic interior, produced by the
performance, the architecture, and the visual structure thereof, was con-
structed as a medium that not only circulated through different media plat-
forms but also reformed, or ‘remediated’ — following Bolter and Grusin’s
term of ‘remediation’ — as it was ‘incorporated or represented in another
[medium]’.32 Acts of remediation occur when a film is transmitted on television,
or when we gain access to a photograph or a work of art through the computer
screen. Remediation is not simply a vertical structure in which an old medium is
refashioned within a new medium, it is also a structure in which an older
medium engages with a new medium such as when, in the production of a
film, new computer technology is used to create a scene or even throughout
the entire process of postproduction. Perhaps more importantly, remediation
refers not only to the absorption of one medium within the other but also
the ways in which ‘it reforms reality itself’,33 constructing equally valid forms
of representation as alternative forms of reality.34 Bolter and Grusin elaborate
further on how a medium in today’s media environment always operates in
relation to other mediums, entering ‘into relationships of respect and
rivalry’.35 They argue that a medium should be understood through Latour’s
notion of the ‘hybrid’: a technological component integrated with specific
‘content’ within an economic and social framework.36 Latour’s concept of
the hybrid refers to the notion that ‘things’ are not just concerned with
culture or nature, but rather in the ‘modern’ world they combine and
become hybrids. Thus, hybrids are things or situations in which social and
natural elements converge. In this sense, in Nautilus, Tobar’s performance
and its voyeuristic implications can only be understood by their intensifying
socio-technological mediation. This means, that Nautilus is not only ‘reformed’
by the images disseminated on the media but also by the discourses and nar-
ratives underpinned by such images. Nautilus became a hybrid — a social
and technological construct that is part architecture and part technological
mediation— as its domestic routines intertwined with forms of media content.
Nautilus encouraged people to participate in these new relations of remedia-

tions and created an act of collective voyeurism spread across the circulation of
its images in themedia.More importantly, it is not that Nautilus, as an architectural
object, was altered by the insertion of the media — as if architecture, and more
precisely its domestic interior, had been ‘contaminated’ by them. Rather Nautilus,
in its performance as an art installation, was the consequence of an emergent
process ofmedia convergence, inwhich a newdomesticity emerged from the con-
vergence of established and new cultural practices facilitated by the new technol-
ogy. While the house disseminated the interior as a new ‘media content’ used for
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the promotion and confirmation of the self, it also entered the process of feedback
loop. Therefore, the media absorbed this content to produce their own modes of
voyeurism and exhibitionism through different media networks. Nautilus became
an artefact, a transparent glass house, and a form of media ‘content’ that broad-
cast the images of eroticised domestic routines.
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