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- when you lean agamst the sta:rwell itis
. smooth and sensual. Then we reshapeda
 celling cove with a clerestory window: we
didn't went it to be tactile; so we hid the

window to concesl the lisht source. We are

28 rong spring green that
een glow at certain times

rt school and
rules: But over
gt [ am interest-

that you participated.in last year. How do
you really.work together as a couple?

BT: We are very different, but we share a
base language—an understanding and
agreement about what we think is right. We
often have arguments on the surface, but we
have a deep foundation that moves toward
the same point, more or less side by side.

NR: Do you work together on every project’

. from the very beginning?

BT: Tod usually draws; %nd | 29,
e starts the gestures. then we work
and forth. We also have a project

_ architect who is crucialito each design:
. NR:| find that couples who work together

in any design field Use the passion in the
relationship for the design of art and archi-
tecture. When those two passions are
combined that evolves very strong work.
Wouldiyou agree?

BT: Yes, we are currently completing work
on a book called Work/Life in which we are

‘Writing aboutlife and work completely.inter-

twined and with passion on both sides. The

| book is mainly: about how we work and how
. we have thought about the work:

‘ lahdscape is our f:rst act in desugmng At
: Johns Hopkins, the toof is at the grade

el of the slop!ng h||| o students walk
on the roof of the building and
ay, down 3 series of‘statrcases

solvelit. ltis

atise my preconception
not make a comfortable
1 mma Willard, and vet we did it:
at the Morgan Library my first reaction
was: ‘What can.we possibly say to this situ-
jon thaticould resolve it inia way that
enhances the existing condition but atthe
e time has strength, power; clarity, and:

. vision? You have to ask the question and

resolve:itiin the process: it is complicated,
and it always means looking inward.

NR: But do you often use personal matifs
or.ideas from one project to the next. such
as the scrim and layers? ‘

TW: That is one of:the ways that abuilding
facade might be resolved. The “face! ha

:persoh who allows another person
eak. The facade may give way to a
building that may be a screen, and the

the light, the
NR: What is tf

thoughtful
With castin,
facade of
we used
pour. The

in'Manhattan,

ws a direct

lix in:Beacon;
ted.in having us
terial and cast-
ng about:making
referito the

letting us “play!

in their factory, but we explore possibilities

on a case-by-case basis. We came 1o the
direct:casting because we had a problem

. and wanted to solve it in a direct and cost-

effective ‘way. Rather than make 'a negative
cast that is used and:then destroyed, we

poured molten metal directly onto concrete
. flooror metal, which Tallix realized was sim:

p!‘e, unfussy; and new: They then asked us

What else we mtght work on. We are ng

coulld also be formed ke, delicate
metal scrim appropriate for the surface of
a building, perhaps for the Morgan Library.
TW: We often get credit forbeing innovative,
but there is [ittle real innovation. |
NR: You mean that your workiis not struc-

. turally innovative—although the roof for the

proposed stadium project for Guadalajara
is a:new.concept?

TW: We have never pretended to

ability, however, structure doe,

eep roof triss made of light
: Once itis clad it will have an

nexpected form: a little like a kite, ora
painter's canvas. The roof will not only shield
rain and sun but will be a great storage
containeressentially.areshaped mechani:
cal and theatrical fly. space.
NR: This makes your work very pragmatic,
because you strive to solve specific problems
of material, use, program, and construc-
tion—ending up with a contemporary design.
TW: That brings us back to working in one
room. Qurwork—my work for that matter—
is always injjeopardy from the moment it

becomes a thought: from the nascent
stages of.design to the very end, when it is
chitects; can actually
ofi 1t ot overcontrol
your:-work; instead yo ‘main ain corf’ﬁ"*“ o
tinlious contact with it. .
NR: Then is it always a struggle to get some—
thing built, which doesn’t sound so satisfying:

- TW: Not unlike raising children—you: main:

tain contact yet give them:their own lives.
Itis agradual release; you could let go at
birth, when they are teenagers, or. when
they are out of college. How you'raise:a
child, or:a building; cannot be:prescribed:
it is always changing.

NR: Anotherelement that is emerging.as
a strength in your.work'is your use of water
and its containment; bothi.as |landscape
item.and visceral experien

first impression water. made on you—how.
did it influence:you?

BT: The Carl Milles fountain

nd sound.
‘ sition of the forma
containment al
no edge.

ocean-—which has its

NR: To me the ques

Itice to water is the same one that
oesn't do justice to architecture. Only
occasionally.doyou see a pool that surpris:
€s.you. One place is the tiny pool.in the
Neuro Sciences Institute, between the
crease of the two buildings; another was
the group of small solid rooms of water at

' Vals by Peter Zumthor. That was for usia

new way.of seeing and experiencing water.
NR:-Are you exploring new ways to Use
water that are also places of discovery?
TW: Forthe Morgan Library, we are propos:
ing a glass column of water. Water would be
filled to the brim, just flowing.over.the
edges, 5o that the column of water receives
but'one thing—the change of light of day.
NR: Like the light shafts in the Folk Art
Museum, but filled with water.

TW: Yes, andlike the light shaft at
Cranbrook: you' never enter. it—you just
enter.itin\your mind.
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| teaching tI]ere, and two of you were inthe

Stanley Tigerman ('60) interviewed Douglas
Garofalo (’87) in Chicago this April. Garofalo will
be the Davenport Visiting Professor in the fall and
will give a lecture on September 25. He will also
exhibit the installation in.formant.system at the
A&A gallery, November 13 through December 15.

Stanley Tigerman: You were at Yale when
{ was on the SOM jury for the travel grant,
and | saw your work.

Douglas Garofalo: | was in the post-pro
program, which finished in 1987. Then |
thought | would go to New York to practice
and teach, but Thomas Beeby advised me
to go back to Chicago—and then | called
you for work.

$T: And you started teaching at the
University of lllinois at Chicago, and later at
Archeworks, our laboratory of design for
communities, as one of the founders. |
have been both critical and supportive of
you. If you can’t be critical of people you
love, who can you be critical of? So it is
great you are teaching at Yale as the
Davenport professor in the fall. What kind
of studio are you going to do?

DEG: | want to give a site that is too large
and complex to treat as an object-—some-
thing fieldlike. It will be digitally based and
in Chicago. | might do Block 37, a site in
the center of Chicago’s Loop that has
remained suspiciously vacant and politically
charged. | think something extraordinary
needs to happen there.

8T: | agree. Block 37 was one of my last
projects at the University of Illinois—Chicago
School of Architecture; it was a very dense
program with an unbelievability about it. The
site is a huge scam. Ross Miller’'s book
Here’s the Deal: The Making and Selling of
a Great American City explains how it is
basically laundering money.

DG: it is amazing to me that a site in that
position in the city is so blatantly empty;
with such a checkered history, it needsalter-
native programming—something | hope to
research with the Yale studio.

8T: Where do you want to go with your
practice? You finished the Asian restaurant
in the burbs and a number of houses. But
beyond the digital side, there is a certain
hands-on quality in your work that | am very
interested in, where you actually make
things and put things together for the
client. But do you aspire to a bigger prac-
tice with work that has greater presence?
And if so, how do you make that leap?

| think it is one of the hardest things for
most architects.

DG: | would like the work to have more of a
public presence—the houses have all been
experiments at teasing out “difference”
from an overall context of (perceived)
homogeneity. And they suggest that topolo-
gies of landscape and building are not nec-
essarily discrete. The Korean Presbyterian
Church in Queens is in a sense a larger
version of some of the house adapta-
tions—it is a hybrid that emerges from com-
plexities of context and client. But it has
not yet influenced the kind of work I'm

ST: But the church is complicated-in-

all have some relationship to UIC: Michael
Melnturf was a student of mine (never _
_credited that way)-you-and Grég Lynn wer

you worked long distance on the church
_ was interesting;-but it bears the imprint
of no single person. There is a lot of con-
comitance—plus, as an aside, you are all
nice people.
DG: It was a matter of questioning the
authority of a single presence, particularly
given the client: Korean Presbyterians, who
buy an old factory and ask that we insert
a church.
ST: It is all about hybridization.
DG: The project employs aggregation as
a strategy—and so it exhibits this hetero-
geneity at smaller, local scales, without
sacrificing cohesiveness entirely. The hous-
es exhibit similar qualities.
8T: The offices for the engineers Thornton
Tomasetti in Chicago, the restaurant and
houses in the Chicago suburbs, and the
church in Queens are all retrofits. Have
you ever done anything autonomously from
the start?
DG: A commercial space with housing is
scheduled to start construction this fall in
Chicago. It won't be as aggressive as some
of our other projects, but close. The neigh-
borhood groups in West Irving Park, west of
the expressway, are terrified and think that
the only way to make something commer-
cially viable is to do brick-and-limestone-
faced buildings that you see everywhere—
really mediocre work.
ST: On the one hand, | think about the next
generation and the youngest people out of
school who all seem interesting, but then
Blair Kamin wrote in The Chicago Tribune
three years ago that the city is in the tank.
What do you think about all of that?
D@G: When that infamous article appeared
| thought it was fair, but then you have to
include architectural criticism itself within
that critique. “Good” criticism would dig
much deeper and find that actually there is
a lot of good work out there, But the best
work is not necessarily in the places that
you are used to finding it, with the big firms
or with the usual suspects. It takes a
gallery venue, a good critic, and curators
to bring out the work.
$T: Did you read John Vinci's article about
Rem Koolhaas’s building for IIT?
DG: | am really pleased that Koolhaas,
Piano, Gehry, and other out-of-towners are
building here. There is a lot of local talent
here, but it is a global economy. These
hopefully brilliant additions to the city could
open the territory a little for some of us in
the future.
ST: | support bringing good architects
here. But Eisenman’s competition scheme
might be the better solution for IIT; by
going underground he doesn’t mess with
Crown Hall, one of the great icons of the
twentieth century. And Koolhaas does not
have such a great record of interest in
building: ideograms, yes; building, no.
D@: Eisenman’s was the most contemporary
one for me because it treated the landscape
and building as one entity; | thought it might
have spawned a landscape plan as well that
could have influenced more of the campus.
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new life forms (of unc(e%r scale) emerge.
We have increasingly si

think of her as a collaborator, either sub-
consciously or consciously, particularly
when it comes to color and pattern effects.
She has a disposition and psyche that |
want to bring into the office. One of the out-
comes of all the digital stuff, which is not
interesting in and of itself, is that architec-
ture can be thought of more “ecosystemi-
cally.” Ideas about repetition and differ-
ence seem to permeate both of our work.
ST: It is good to hear about these associa-
tions; | have never perceived you as a sole-
ly theoretical type because of your hands-
on emphasis. | have always perceived you
as an architect. The way you make things
is not normal for many architects of our
time. And it is not coming from young archi-
tects, who are more theoretically enterpris-
ing and who read Any or Assemblage.
Because of Archeworks, | am interested

in breaking down barriers. The studio | did
at Yale in fall 1993 was a dry run for
Archeworks, and as a result it impacted
and in some way influenced the Urban
Design Workshop. One of the students
from that time was Mike Haverland, who
has been a force with UDW ever since. We
all know the art side of Yale, but there is
another side: a concern for social-related
issues. So where does the technique and
buildability side of your work fit with having
a larger practice?

DG: Technique is not something one per-
sonally possesses. | don't think the old
idea of the “artist” remaining in the studio
as a master flies any more—the world is
too complicated. If we want architecture to
address cultural issues, our techniques
must involve a range of disciplines.
Archeworks takes this even further.
Innovation occurs through the expertise

of diverse teams and organizations.

8T: The Korean Church aside, all the rest
of your work is in Chicago. You have to wait
to get bigger projects here; it goes with the
territory. You are young and impatient—
that is all. This is a traditionalist view of
how to build up an architecture practice.
DG: Yet recently our work is coming to us
from outside of Chicago. | am designing a
house in Florida for which all information is
transferred over the internet; | am not trav-
eling to Florida. We are designing a store
for a Web company for which | have only
“met” the clients over the phone and
through e-mails; the whole process is on
the Internet. One of the things that the
church hinged on was that none of our sin-
gle offices could have handled that job. The
work was transferred every day and distrib-
uted according to who could handle it at any
given moment. All of these projects rely on ef-
ficient and dynamic transfers of information.
ST: | will now be critical. Your work falis
into two categories (but not in terms of
aesthetics): small projects that bear your
imprint; and the church, which is totally
detached, impersonal, formally complex
(and in terms of the use of the computer,
brifliant)—but doesn't bear your personal
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ilar tastes-relative
~to-form; Although she is not an architect, |

imprint. All your other work looks like you,
whether you like it or not. Which do you
prefer, bigger stuff on the computer or the
hands-on work?

D@: | certainly wish for larger, more public
work, which by its nature must be collabo-
rative. But formal complexity and certain
recognizable “textures” are not mutually
exclusive—they can intermingle. However,
singular buildings that present multiple
faces as a concept is thin; | am more inter-
ested in how program organization and
technical design become reciprocal.

8T: So on the one hand you are a tradition-
al architect who produces small work with
aspirations for a nontypical, particular
process for larger-scale work.

B@G: Randy Kober, Richard Kranz, and | col-
laborated on the Museum of Contemporary
Art installation in.formant system this win-
ter; the program of a newsstand, which will
be exhibited at Yale, was tied to the materi-
ality of the piece. Whether we can pull it off
on a larger scale remains to be seen.

ST: Here you are using cutting-edge tech-
nology, but the practice is done in a tradi-
tional way. ’

DG: What you are talking about is that you
root yourself somewhere, and the smaller
work builds up and gets you to other things.
But it doesn’t matter whether it is conven-
tional or not—it depends on the architec-
tural effects you can produce. For example,
| was pleased that Ben Nicholson chose to
read some of his writings inside of the
in.formant system; his performance became
part of the material effects we fabricated.
ST: What is interesting now is that we have
some similarities: at some level you are a
young Stanley Tigerman. Sitting here doesn't
stop me from building everywhere else.
PG: So this might be my fate.

Top to bottom:

Douglas Garofalo, Douglas Garofalo,
Hoskinson “Loess” Transient
Residence, Housing,
Sarasota, Florida, Chicago,

2000 1999
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Perspecta at

| “The first number of Perspecta
.. . proposes to establish the
arguments that revolve around
the axis of contemporary
architecture on a broader

| turntable encompassing the
past as well as the present and
extendible into the future. To
all architects, teachers, stu-
dents Perspecta offers a place
on the merry-go-round.”
—George Howe, Perspecta 1

“You can’t go home again.”
| —Thomas Wolfe

After nearly 50 years and slightly more
than half that many issues of Perspecta,
Dean Robert Stern called his fellow
editors home to hear and respond to
accounts of Perspecta’s past, hoping(it
appeared) to begin to chart prospects
for its possible future. They and other
alumni, a total of 120 in all, returned to
the A&A for “Practice and Theory,” a
conference with a vague yet shrewd
title that revived an opposition that
was (1 thought) already “history.” As it
turned out, that was apparently the
point of the Hastings Hall homecoming:
Perspecta as history—or, historicizing
Perspecta. Whereas most of the invited
speakers wisely refused to take the
divisive bait coded in the conference
title (though there were some vigorous
nibbles), “Practice” and “Theory” cast
shadows across everyone’s efforts to
make history, and toward the end of the
conference, those two shady figures
(seemingly) began to appear in every-
one’s speech. Yet these dim allegorical
characters—“P” and “T"-—were tokens.
As the event unfolded, it became evi-
dent that, like the current vogue in aca-
demic book publishing, the conference
subtitle best described the content of
the presentations: “Perspecta and the
Fate of Architectural Discourse.”

Like Thomas Woife's famous adage about
the Asheville of his youth, the subtitle sug-
gested an estrangement from the NewHaven
that launched and nurtured Perspecta.
Conferees seemed to share the sense that
the significance of Yale's student journal
of architecture has waned and should be
reassessed. The revealing and curious
term here is fate, which implies on the one
hand a kind of tragedy and on the other a
certain destiny. In both senses—fate as
tragedy and as destiny—the connection
between the conference title and subtitle
is more than interesting. As numerous
parenthetical remarks made clear, the pre-
sumed tragedy lies in the imbalance or
disconnection of “P" and “1,” a fate of
architectural discourse that Perspecta —
aided by the journals that followed and
extended its model—had a hand in produc-
ing. The dreamof Perspecta, to offer a ride
on Howe's merry-go-round of architecture,
and in turn to circulate ideas, images, val-
ues, judgments, and knowledge, has faded
into the margins or, even worse, become
obsolete (as other, more nimble publica-
tions and media have usurped its role).
Those who see the journal's history as a
tragedy seem to believe that the proverbial
carousel is no longer a site of dynamic bal-
ance and ageless joy, but is filled with
innumerable 35mm slides, endlessly pro-
jected and accompanied by a sound track
of “arcane” or “detached” texts.

Some participants worried aloud at the
“Irrelevance” and “insularity” of contempo-
rary architectural discourse, yet the clear
majority of speakers dismissed that fear
as at once parochial and overwrought.
Again and again, Howe's trope of the
merry-go-round returned—as alternatively
utopian or slightly sinister. Speakers
repeatedly alluded to the role of Perspecta
in the emergence of architectural theory,
the promotion of certain architectural prac-
tices, the institutionalization of architectural
discourse, and the documentation of archi-

gin-

Seldom does one find a clear be

' =

= o Do N s
Q5 B =T oS B0 R =
S2ESEE TELEE wh
Uw?—*”""mb@r—a? B
S EPEP—d ST R HO
RERSETSCESEE B2
2 ] Sy 2888 IE F£4
FERLEECSESLBES Lg
PP =TI ST 82
SEESSESNEPEL <&
= : Z »
ffEs5 o825 PoEs
SzEESESN oS8T
AEcS 5885852882
PR S . Hm% wﬁj&pﬂf
ggggbﬁé’gagﬁéu@amfg

= S R.O.2D SO HED.
-—Buo,‘mozf”wg—»g‘%o
52 SS§2e5BEo37Em
P =, N
sSfzsEgisitEicoy
0O X s = < o8 =
mcmgwmzc-c,:i>~o—«“
ELPES o320 8CE7 4
fErElE~xm damERE 3

tectural history. Thus Perspecta’s role in
the “destiny” of architectural discourse
became a recurring theme of the confer-
ence. Did Perspecta enable or restrict
architectural possibilities? Did it actively
formulate a tradition, or did its editors
react to the prevailing issues of their time?
Is it possible today for a student journal to
sustain the kind of influence that it once
had, or was its influence never as signifi-
cant as has been believed? At its outset,
was Perspecta an idealistic student-initiat-
ed enterprise, or was it a tool of those who
appeared in its pages? Or was it both?
Who is best qualified to lead Perspecta
into the future? Its editors, or an editorial
board of facuity members? Can you go
home again?

These were the hot-button questions of
the conference, raised by the invitedspeak-
ersandresponded to by the audience,espe-
cially pointedly by the former editors who,
in several instances, raised the tempera-
ture of the discourse as a self-conscious-
ness of the conference’s historical aspira-
tions became palpable. In each case the
heat was fueled by issues that joined title
to subtitle —“P" and “T” to “tragedy” and
“destiny”—as the invited speakers offered
distinct versions of Perspecta as history.

OP-ED: The Lessons

Kenneth Frampton, Alvin Eisenman, Joan
Ockman, Michael Hays, Sandy Isenstadt,
and Sheila Levrant de Bretteville each
addressed different aspects of Perspecta's
story, ranging from an anecdotal recollec-
tion of its beginnings (Eisenman) to an
assessment of its graphic development
(de Bretteville), a provocative effort to
bracket its highest moments and its even-
tualdecline (Frampton), and critical read-
ings of its ideology, structure, and chosen
imperatives (Ockman, Hays, and Isenstadt,
respectively). The talks carefully unpacked
the contents of Perspecta, opening each
volume to page after page of consistently

d the contents of 30 issues of
ournal but also demonstrated the
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vitrines were remmnants of

stunning photography, occasionally pro-
found writing, and the work of an evolving
cast of characters whose appearances
were so consistent as to be mistaken for
an ensemble.

Following this tag-team first draft of
Perspecta as history, the final hours of the
conference gave the floor to critics, com-
mentators, and the competition. During a
roundtable moderated by Robert Stern fol-
lowing the main presentations by Ockman,
Hays, and isenstadt, numerous statements
were issued from the audience, more often
than not in an effort to correct the record.
Later, Suzanne Stephens introduced a
group of editors of other journals, from the
defunct (Oppositions, Skyline, Connection)
to the soon to be defunct (ANY) and the
soon to emerge (Grey Room, 21A). Mario
Gandelsonas, Charles Jencks, Cynthia
Davidson, and Reinhold Martin all
expressed their debt to Perspecta and
explained how their publications have been
and will be different. Faculty members Atan
Plattus and Peggy Deamer then had the
onerous task of responding to all of the
preceding events (and to put them in the
context of today's academic environment).
Finally, Mark Wigley closed the proceed-
ings with the first Myriam Bellazoug
Memorial Lecture. His captivating presen-
tation of the “settlement pattern” of
Ekistics, an almost-forgotten journal pub-
lished by Constantinos Doxiadis and
Jaqueline Tyrwhitt from 1957-87, reconfig-
ured the preceding discussions and dia-
grammed an as yet unrealized trajectory
for the contemporary journal of architecture.
By the end of the conference, the fateful
discourse of “P” and “T" had come full cir-
cle, from Frampton's precautionary warn-
ings in his keynote address the night
before. Howe’s merry-go-round had been
celebrated, scrutinized, and finally refash-
ioned. While Frampton appealed for a
renewed respect for the “standard” estab-
lished by the early Perspecta, even in
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what goes around comes around

these “highly volatile, digital times,” Wigley
suggested a distinct alternative for the
structure of architectural discourse. In his
terms, an intricate “network” has replaced
the “family scene.” Thus, at the end of the
conference, Perspecta’s history remained
both secure and unwritten, leaving open
the question of whether Perspecta’s future
editors (many of the current students in
the audience) would “come around” or be
content to “go home.”

REPORTAGE: The Discussion

Of course, it is unfair to recount this con-
ference as some sort of morality play. A
more journalistic presentation of events is
in order. Frampton’s keynote address
opened the conference and focused on the
late 1960s, a moment he characterized as
“The End of the Beginning.” Making refer-
ence to Howe's statement in Perspecta 1
that “this is only the beginning,” Frampton
argued that by the late 1960s Howe’s
merry-go-round had spun full cycle, and its
subsequent issues (like those of other
contemporary journals) suffered from a
vague kind of vertigo. After the first dozen
issues, Perspecta began a dizzying “drift
toward arcane theorizing.” The journal
began to stumble in its efforts to maintain
the same “judicious balance between
words and images” exhibited in the early
issues, which still stand as “the model of
the gentleman scholar's magazine par
excellence.” Near the end of his talk,
Frampton tempered these double-edged
remarks with an equally ambivalent aside:
“I'm not against theory, though some
would say | am.” Yet the lines were drawn.
For Frampton, Perspecta (and architectural
discourse in general) was best and willre-
gain its significance by ceasing its concern
with “metatheoretical issues.” Rather,
future editors should dare to “risk reality”
by engaging “practices” (the “s” here is a
crucial hedge) in detail and with an aware-
ness of the dangers of “resolution and rep-

resentation.” Perspecta’s tradition of pub-
lishing extraordinary photographs was, at
least in the beginning, an exemplary mode
of representing practices. But in this age of
multimedia and the ubiquity of digital
imagery, Perspecta’s fate requires a wari-
ness toward “the commodifying of informa-
tion.” Although the first dozen issue now
seem “relatively naive” in their approach to
integrating “theory, practice, and represen-
tation,” they are still capable of “refresh-
ing” our memories and our good faith.
Alvin Eisenman, former chair of the
Department of Graphic Design, followed
Frampton's direct appeal to Perspecta’s
future editors with an extemporaneous
talk on the attitudes and conditions that
informed the design and production of the
journal in the 1950s. Thus he extended
Frampton's concern with the techniques
and modes of representation that have
been both the strength of Perspecta
(before 35mm single-reflex cameras and
word processing replaced plate photogra-
phy and line type) and its Achilles heel.
Eisenman spoke of the incredible sense of
liberation that came with the advent of off-
set printing. Not only did it substantially
decrease the cost of publishing images, it
was a technological shift equaled only by
the rise of digital type and desktop publish-
ing in the 1980s. Eisenman’s anecdotal
information ratified Frampton’s historical
claims, even if his accounts were more
rosy: for example, in his description of Yale
in the 1950s and 1960s as a “collabora-
tive” where individuals such as Kahn, Fuller,
and Albers had {and took) the time to ex-
change ideas and share in constructing the
culture and discourse that Perspecta so
vividly documented and publicized. With
these positive and inspiring images in their
heads, the conferees headed down Chapel
Street, between the two buildings that are
the bookends of Kahn's career, for paella
and martinis (talk about collaboratives) at
Stern’'s fabulously appointed quarters.

Early the next morning, the detailed
assessment of Perspecta began. Dividing
the issues roughly into thirds, Ockman,
Hays, and |senstadt resourcefully traced
the journal’s development. Ockman covered
issues 1 to 10 (1952-65), numbers
Frampton had discussed the night before.
Like him, she noted the “absence of theory”
in those early issues, but characterized it
not as “judicious balance” but as an
“ideological position.” This “widely acknowl-
edged bias at Yale against theoretical spec-
ulation,” she argued, was “registered in the
editorial framing of Perspecta from its very
inception” and registered “a crisis of belief,
a profound ambivalence toward the theoret-
ical orthodoxy of modernism.” Thus
Ockman discerned a greater continuity
between the Howe-era issues and the later,
so-called postmodern, issues of the late
1970s and 1980s. This almost direct line,
in part, resulted from the focus (or narrow-
ness) of Perspecta’s subjects in its first
two decades. Rather than seeking out “new
currents,” it functioned more as a “house
organ . . . of Yale's faculty and its succes-
sion of highly paternalistic chairmen.”
Figures such as Kahn, Johnson, Rudolph,
Barnes, and Fuller consistently reappear,
constituting what Ockman calls “the Yale
stable (to give the merry-go-round a slightly
different twist).” These “masters” and a
“discourse of mastery” become in effect
the content of Perspecta, at least through
9/10, leaving absent from these (editions)
“such burning issues of the day as mass
culture, suburbanization, television, prefab-
rication, cybernetics, beat culture, and
bomb shelters. . . . Who said the Yale
school had no ideology?”

Thus Ockman's talk graciously set the
stage for Hays, who described his approach
as mapping “the ideological field of posi-
tions” that were “locked in” during the
years 1967 to 1983 (11-23) and allowed
a set of contradictions to play out in the
pages of Perspecta. The social concerns,

even a kind of populism, began to motivate
Perspecta’s content, exemplified most
vividly by the pop analysis of Venturi and
Scott Brown. Conversely, a brooding
distopian strain also appeared, particularly
in 13/14. The editorial stance appeared
“less confident” and seemed to propose
something like “architecture as scar or life
wound.” Material on Alice in Wonderland
and The Wizard of Oz appeared along with
recuperative historical pieces on construc-
tivism and expressionism. Thus the con-
tents of Perspecta could be charted along
a cultural and political axis, ranging from a
fascination with the everyday to disaffec-
tion with received values. Cutting the other
way, another axis was evident to Hays: the
internal discourse of architecture. At one
end was “the autonomy thesis” represent-
ed by Peter Eisenman writing on Terragni,
and Colin Rowe and Robert Slutzky on
transparency. Whereas the early Perspecta
advocated versions of revisionist mod-
ernism, by the 1970s modernity was seen
as a limiting paradigm, one that architec-
ture could only acknowledge but not over-
come or revive. The question for Hays,
then, was what ideological position was
axially opposed to the autonomy thesis. He
found the answer clearly displayed in
issues 17-20: the concern with building,
being, authenticity, and dwelling—in other
words, “things no longer possible to us.”
As should be expected in Perspecta, this
position of “idealizing ahistorical disen-
chantment” was most obvious in the
numerous photographs of ruins, stone
walls, pyramids, Corbusier's and Kahn's
projects in India, and earth art. Isenstadt
had perhaps a more difficuit task than
either Ockman or Hays, because he was
charged with making sense of the most
recent issues of Perspecta. Noting the in-
creasingly common strategy of organizing
the issues around themes, he discussed
the problem of “what to choose and how to
choose. Choice, in theory, is a problem of
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editors.” Thus “theming” and “choice”
became his own chosen theme, a metath-
eme, if you will, that proposed to under-
stand the most recent issues of Perspecta
as operating according to the basic logic of
consumer capitalism. Drawing upon David
Harvey’s discussion of “flexible accumula-
tion” in Perspecta 26, Isenstadt argued
that “choosing is the user’s-eye view of
postmodern society. And making good
choices about architecture has been a spe-
cial concern in recent issues of Perspecta.”
Faced with this world where choosing is all,
it has been the special “worry” of recent
editors “to build imperatives” as bulwarks
against the openness of contemporary
architectural discourse. He found five major
imperatives in recent issues, which he
termed “social, design agency, historical,
material, and a last category | haven't been
able to name yet.”

The roundtable that followed, moderat-
ed by Stern, turned into an opportunity for
former editors to intervene from the audi-
ence. Most simply rebutted or clarified the
formulations that had been offered, but
soon enough broader issues were raised.
Peter Papademetriou recalled his own diffi-
cult circumstance as editor of 12. Number
14 had been a huge financial loss, in part
because a great deal of material was lost
in a fire that swept through the A&A build-
ing in June 1969. In response, a board
was formed to oversee the bookkeeping,
but this moment also marked the incipient
“institutionalization” of Perspecta, ulti-
mately raising concerns about more signifi-
cant modes of accounting: First Amend-
ment issues, credit for the initiative of the
students (as opposed to figures such as
Howe, Rudolph, or Moore). Then Ann Marie
Brennan, a current MED student and the cu-
rator of the exhibition Fifty Years of Perspecta,
held at Sterling Library concurrently with
the conference, read a letter from the edi-
tors of numbers 1 and 2, who wished to
clarify the “true origins” of the journal.

ecta 16.
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Among their most forceful points were the
claims that the idea of a journal was initial-
ly opposed by the faculty, that the intention
was to publicize the discourse of the school,
and that the first issue was made possible
only by selling advertising space on the
back cover. As the exchanges continued,
one thing became entirely clear: this round-
table was itself a kind of merry-go-round,
and there would be no free rides. In fact,
not only was there vigorous competition to
get on board, but there seemed to be limit-
ed space. The question was not who would
get the brass ring, but who would find a
seat. As Ockman remarked, “the metaphor
of the merry-go-round strikes one as not
just naive but a little bit cynical.” Whether
as history or as an ongoing project,
Perspecta will never be “a still point in the
turning world”; rather, it remains a contest-
ed territory with as many claims on its
legacy as on its future.

The former, current, and future editors
of other journals represented some of
those claims. Aithough all agreed that
Perspecta was the fountainhead (so to
speak) of the academic journals of archi-
tecture, each editor also insisted that
subsequent publications (such as theirs)
offered alternative models. Yet however
interesting their anecdotes, images, and
explanations, this segment of the confer-
ence strayed from the themes that had
emerged earlier.

Momentum was regained in both
Deamer’s response (explicitly) and Wigley's
closing lecture (implicitly). Deamer made a
plea for theoretical engagement, asserting
the need to operate within what has become
a pervasive, if not the dominant mode of
contemporary academic architectural dis-
course. Wigley picked up where Deamer’s
staunch advocacy ended, beginning his lec-
ture with a measured yet passionate effort
to dismantle the presumed opposition of
the conference title. It is futile and absurd,
he argued, to even pretend to distinguish

“serious substance” from “arcane theory,”
if only because so often, especially today,
new and promising practices emerge from
the most academic and arcane discourses.
Our demand upon architectural discourse
should not be that it produce serious, rele-
vant, or even meaningful work, but that it
“simply produce hesitation.” By the end

of his talk, Wigley clarified his understand-
ing of the potential of a journal such as
Perspecta: to construct a network of read-
ers, writers, and institutions through which
“radicals” are linked to “reactionaries” and
the primary task is not “newness” or “flow,”
but “maintenance.” And what is maintained
is not the stability of the discipline—the
desire to keep things in their place—but the
viability of a space—"a web of eyes”"—that
counters “the relentless, passionate,
almost absurd attempt to pin architecture
down: to locate it in a network.” In other
words, what goes around comes around.
Perspecta remains interesting and vital, not
as history but as a self-consciously con-
structed and admittedly artificial network of
contributors (both financial and intellectual),
editors, and readers.

—Mark Linder
Linder (M.Arch. 86, MED '88) is

associate professor at the School of
Architecture, Syracuse University.
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1 Fifty Years of
Perspecta, exhibition
at Sterling Library
Memorabilia Room,
Spring 2000

2 Sheila Levrant de
Bretteville

3 Mario
Gandelsonas

4 Peter Millard ('51),
Warren Cox ('61),
and Alvin Eisenman
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5 Peggy Deamer and
Dean Robert A. M.
Stern

6 Perspecta’s 25th
Anniversary publica-
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Alvin Eisenman circa
1960.

7 Joan Ockman
8 Mark Wigley

9 Under the Sea by
Warren Chalk, 1964

10 Kenneth
Frampton
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11 General view of
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Perspecta, exhibition
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Memorabilia Room,
Spring 2000

12 Sandy Isenstadt,
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Robert A. M. Stern,
and Michael Hays

13 Cover of
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Harold Shapiro
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Charles Jencks’s book, Architecture 2000

and Beyond, was recently published (John Wiley &
Sons). He will give a lecture at Yale on October 30.
Nina Rappaport interviewed him at Yale earlier
this year.
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Top to bottom:
Eileen Gray,

E: 1027,
Roquebrune,
France,
1926-29

Alfred Waterhouse,
1866 Competition
Entry for Law Courts,
London, England,
Analytic drawings of
interior circulation,
by Colin St. John
Wilson

A series of lectures by
Colin St. John Wilson,
Bishop Visiting Professor,
at the Yale Center for
British Art were held

in February.

For those who have absorbed the lessons
of The Other Tradition of Modern
Architecture: The Uncompleted Project
(London: Academy Editions, 1995), there
would have been few surprises in Colin St.
John Wilson’s lectures given at the Yale
Center for British Art from February 9 to
16. But the opportunity to hear him enunci-
ate with sincere conviction an engaged
commitment to the ongoing and unending
pursuit of the “true principles of modern
architecture” (to paraphrase A. W. N. Pugin,
one of Wilson's intellectual forefathers)
was not to be missed. To judge from the
composition of the audience, this was
regrettably the case for a majority of the
students in the architecture school, who
could have profited from an encounter with
a distinguished practitioner and erudite
author who doesn't revise his carefully con-
sidered position to accommodate every
change in fashion and who can discuss
larger architectural issues without constant
reference to his own current work.

In these lectures, as in his writings,
Wilson insists upon the proposition that
architecture is a practical art that must be
tested over time and experienced both psy-
chologically and through the full spectrum
of the senses. He deplores the prevailing
tendency to privilege the visual, at one
extreme, and the merely techno-economic
at the other. The buildings Wilson favors
are the jolies laides of the architectural
world, often unphotogenic funny valentines
that become increasingly lovable through
long acquaintance and through their endur-
ing satisfaction of human needs. However,
Wilson’s criterion that architecture must
above all be inhabitable is at odds with
assumptions prevalent during much of this
century that set up a false dichotomy
between art and function.

Two quotations surfaced repeatedly in
Wilson's four talks: Alvar Aalto's warning,
delivered in an RIBA lecture and repeated
at the architecture school of Cambridge
University (where Wilson taught for many
years), that “the architectural revolution,
like all revolutions, begins with enthusiasm
and ends in some form of dictatorship”; and
John Summerson’s contention that the
“unigue contribution of modern architecture
lies in its considered response to program,”
a definition derived in turn from Bruno Zevi’s
notion that architecture must be based on a
social, not a figurative, idea. A cast of famil-
iar villains and heroes—the former associat-
ed with CIAM (International Congresses of
Modern Architecture, founded in 1928) and
featured in MoMA’s 1932 exhibition; the
latter consisting of those who rejected the
mechanistic rubrics of international ortho-
doxy, most notably Aalto (whom Wilson ref-
erences often in writing and in his build-
ings), Hans Scharoun, and Hugo Haring (but
wouldn't it be refreshing to see something
by Haring besides Gut Garkau!)—provided
the drama, but the dialogue was nuanced
and the plot supported by carefully mar-
shaled facts and penetrating analysis.

The intersection of the personal and the
professional made the series particularly
appealing and accessible. Wilson began
the first lecture, “Broken Promises," by
recounting the informal gatherings hosted
in the 1950s by the architectural historian
Reyner Banham and his wife, Mary, where
other “angry young men” and a woman—
Peter and Alison Smithson, Jim Stirling,

Bob Maxwell, among others—would dis-
cuss the predicament of their generation,
the so-called terza generazione (those born
in the 1920s), whose post-World War |l ide-
alism had to confront the diminished lead-
ership of “old masters, such as Mies and
Gropius, cutting corners.” They had to turn
to those who did not fall for CIAM’s
Cartesian formulae, most of which derived
from Le Corbusier—architecturally, the 5
Points (pilotis, roof garden, free plan, free
facade, strip window); urbanistically, the 4
Functions (dwelling, working, recreation,
connected by transportation)—and would
guide much of the postwar development in
ravaged Europe, especially in Great Britain
and the Netherlands. Wilson scathingly
referred to it as “truth through diagrams,”
and noted that the notorious Zeilenbau
layouts—monotonously oriented solely for
optimal sun reception—showed the same
level of ratiocination as that manifested by
a species of Australian ant.

The second lecture, “The Other
Tradition,” recapitulated some of the points
made in the first through a quartet of con-
trasting case studies, including one
designed by Eileen Gray—an architect not
immediately associated with the “organic
school” of the “other tradition.” Wilson's
point here was that this architect whose
work in visual terms might seem Ur-
International Style could be understood
much more correctly in light of her inten-
tions with regard to the human user. In a
wickedly witty comparison of Gray’s house
E.1027 at Roquebrune (1926-29) with Le
Corbusier’'s weekend house for Mme.
Helene de Mandrot at Le Pradet (1929-31),
Wilson illustrated the difference between
the dwelling as the materialization of a
series of Cartesian charts and propositions,
and as the manifestation, in Gray’s words,
of a “living organism in which each of its
inhabitants can find what each needs.”

Wilson painstakingly guided the audi-
ence through the small but perfect house
in the south of France that Gray designed
for herself and her companion Jean Badovici,
the editor of L'Architecture Vivante. (Published
from 1923 to 1933, this important periodi-
cal presented divergent points of view, from

the Dutch expressionists of the Amsterdam
School to de Stijl members and from the
technocrats of CIAM to humanists like Gray
who wrote that “the end is forgotten by
thinking only of the means.... We must build
for people so that they can find once more
in architecture the joy of enlarged powers
and self-fulfillment.”)

The couple and their guests, which
included Le Corbusier (who would later
appropriate and deface the house with a
wall mural that clashed with Gray’s design
philosophy), found many happy hours
there—perhaps more than those who dwelt
in The Happy Hours (“Les Heures Claires,”
the Villa Savoye at Poissy). Privacy when
craved and community when desired were
made possible through ingenious planning,
supplemented by Gray's knowing interior
design. Views grateful to the landscape and
sea view brought the occupants into a sym-
biotic relationship with nature. This con-
trasted with the harsh realities of blowing
grit and potentially lethal stumbles that
greeted Mandrot (who had hosted the first
CIAM conference at La Sarraz), who accord-
ing to Wilson fled from her inhospitable
weekend “cottage,” a built version of one
of the Maisons Loucheurs, after only four
days in residence.

More predictable cases compared in the
lecture were Mies’ National Gallery in
Berlin with the art gallery in Jutiand by
Aalto and his second wife, Elissa; the
Graduate Center at Harvard by Gropius and
TAC with Aalto’s Baker House dormitory at
MIT; and the generic boxlike entries (by
Jacobson and Fischer) with a competition
for a 1958 town hall in Marl, Germany; and
entries for the competition by Scharoun and
Aatlto. Clearly on the negative side of the
equation were the examples in which the
program was unceremoniously forced into
an International Style straitjacket and spe-
cific considerations of lighting, circulation,
and—in the case of the museums—display
were not thoroughly examined.

The third lecture, “Roots,"” was the most
revelatory for this listener. Wilson pointed out
that eighteenth-century Kantian aesthetics,
which held that beauty equaled purpose-
less, were a blow to the true classical

tradition, going back to Aristotie and for-
ward to Wittgenstein, which held that mean-
ing derives from use. Thus, especially at
the Academy and then the Ecole des Beaux-
Arts, architects made beautiful drawings
that were futile exercises as far as purpose
was concerned—the more so after the
Industrial Revolution, when entirely differ-
ent and much more complex needs than
before required intelligent architectural
responses. It would be those who sought
inspiration in Gothic structure rather than
academic classicism who most succeeded
in forging an organic tradition that could
respond to the unexpected. Here Wilson
pointed to nineteenth-century England,
beginning with Pugin and continuing with
architects and theorists like William
Butterfield and John Ruskin.

The highlight of this lecture was the
analysis of Alfred Waterhouse's unsuccess-
ful competition entry of 1866 for the Law
Courts in London. Wilson owns a set of the
drawings, which he photocopied and then
color-coded to demonstrate the ingenuity
and clarity with which Waterhouse met the
challenges of a difficult site and of access,
circutation, and accommodation for many
different types of individual. Waterhouse
separated the casual pedestrian who used
the building as a passageway from one
street to another from those more directly
concerned, such as judges, barristers,
female visitors, male spectators, and the
accused, who were each routed separately
to their designated places. The result was a
design after Wilson's own heart: complex,
not out of preconceived formal desires but
growing from the nature of the program as
well as satisfying it for the long term.

The final presentation, “Current
Practice,” extended the previous observa-
tions into the realm of the psychoanalytical.
The writer Adrian Stokes, more widely read
in Britain than in the U.S., was important
here for his exploration, based on the work
of Melanie Klein, of the range of responses
to being inside (embraced) versus being
outside (exposed). Wilson argued that a
great work of architecture makes it possi-
ble to experience both of these polarities,
and thereby is infinitely more psychological-
ly and physically satisfying than the pure
prisms or decorated boxes so ubiquitous in
the contemporary built environment that
have exchanged charged spatial experience
in favor of formal refinement. Furthermore,
much twentieth-century architecture is
impoverished through shortchanging the
tactile, aural, and olfactory senses.

Wilson’s roster of buildings that succeed
on these fronts—offering flexibility and
livability in ways very different from that
provided by universal or generic spaces-—
were drawn primarily from Scandinavia and
Finland: Jgrn Utzon, Sverre Fehn, Heikke
and Kaija Siren, Sigurd Lewerentz, Juhu
Leiviska, and, of course, Aalto. Wilson’s
own British Library fits superbly in this
group, and is a building that satisfies its
designer’s exacting demands for an archi-
tecture in which program and purpose are
paramount in generating a powerful experi-
ence that never ceases to stimulate,
engage, and comfort its occupants.

—~Helen Searing
Helen Searing is Alice Pratt Brown
professor emeritus at Smith College.
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The interrelationship hetween type and site
is a common issue in architecture and in many
of the studios at Yale. Nina Rappaport, editor

of Constructs, led a roundtahle discussion in
the spring with visiting faculty Colin St. John
(Sandy) Wilson and Greg Lynn along with faculty
memhers Eeva-Liisa Pelkonen, Victoria Casasco,
and Keller Easterling.

Nina Rappaport: How does site, program,
and environment direct design evenin a
generic project? How do you design for type
and site, and what are the ranges within
that as we define architecture today?
Sandy Wilson: Classically there are
generic building types, but actually they
are bound to be open-ended depending
on the site. As an example, we associate
the Greek temple with sites that them-
selves are extremely powerful both for-
mally and physically in terms of nature,
so there is a built-in competition between
generality and specificity. Equally, when
the temple type has been appropriated
for service as a commercial building in a
city, it loses the identity drawn originally
from the drama of the site. You must take
into account type, occasion, and site to
apportion significance authentically.

The project on which M. J. Long and |
focused our studio is highly particular.
We see the site both as very specific as
well as a general type—the wooded
cemetery. The project begins with the
introduction into the wood; the way the
building relates to clearings and enclo-
sures of the wood is all architecture.
Dante starts The Divine Comedy in a
dark wood, a place where you can get
lost and have to find your way. We are
playing that factor off against a building
type, which is dealing with something
deeply emotional—taking farewell to the
dead. Site and building are a complete
continuum in the way you arrive, get out
of a car, and walk to the place of ritual.
The architecture begins at the gate. This
is an example in which the site and build-
ing are an inseparable experience.

Eeva-Liisa Pelkonen: When we look at
twentieth-century architecture, the type
has been understood in terms of industri-
al production. The debate at the begin-
ning of the century is between the idea
of type, individual, and craft. In terms of
capitalist industrial order then, that
becomes the force that creates generality
and ubiquitousness because mass pro-
duction becomes a new world order. But
that doesn't exclude what Sandy is imply-
ing—that all cultures and individuals
adapt to these new modes of representa-
tions and forms in their own way. The
relationship of the prototype in the work
of Bernard Cache and the idea of cus-
tomized mass production, with new com-
puter tools that bridge the gap between
the distinction of craft and mass produc-
tion, relates to what Sandy said about
how can we be particular and general at
the same time.

Victoria Casasco: In my studio for the
museum site in Los Angeles, there are
two realities working: one is extremely
site specific and the other could be any-
where. The freeway is a condition that
exists worldwide—even the way it cuts
through a city. What | was hoping for in
the studio was that students would
invent a great idea for what to do with the
air rights of the highway that could be
applied to many places. At the same time
the site is specific to Los Angeles and all
of the local development issues. So on
the one hand there is the climate and
geography of the site, and on the other
the abstract ideas of the global.
Eeva-Liisa Pelkonen: Even Aalto said
that when you standardize you have to be
more specific. The standardized sink he
designed for the Sanatorium in Paimio
was in tune with the body and the needs
of the patients. You have to be specific to
the particulars.

Nina Rappaport: Or in Deborah Berke's
studio, students designed motels that
were self-contained and so specific within
themselves that they could be built any-
where, more like a fully equipped space-
ship or modular habitation unit. As a stu-
dent, Oliver Freundiich said, it is design-
ing for the “specificity of placelessness.”
Some of the projects were hermetic
rooms with all of the necessary ameni-
ties, but because of their generic design
attributes they could be located off any
highway and relate to the surroundings in
minimum ways.

Keller Easterling: A few years ago we did
a studio that explored some issues about

the generic. One of the projects was mem-
orable because it demonstrated how
impossible the concept is—just how uncer-
tain one should probably be about it. The
student researched “clamshells,” the plas-
tic containers that encase many products,
from toy guns to hairbrushes. They have a
little structural repertoire that works by
taking on the exact shape of the object
and developing a stiffening crimp around
the edges. It is both completely generic
and completely specific. And just when you
think the idea of generic has been properly
confused you see the little punched-out
hole on the top that allows the thing to
hang on a peg in the store—identical no
matter what elaborate shapes exist
beneath. Even within the same object
there are more than one species of the
generic, both of which are alive and well.
Greg Lynn: | have been rethinking the
architectural term generic through the use
of it in biology, where the generic is associ-
ated with growth processes. The generic in
modern architecture, as Eeva said, implies
standardized fixed elements. In biology, the
generic is the primitive state of a system
previous to its growth and specification.
The genotype—or the seed—is generic,
and the phenotype—or the adult—devel-
ops in time within a particular environment
and becomes one specific instance of a
broader horizon of possibilities given other
environments and times. In our studio we
began with the type of approach in which
ensembles of shops form in slightly differ-
ent ways, taking on variations by staying
attuned to their context while maintaining
generic characteristics like a species. Their
strength is not in their typological structure,
but in the potential opportunism resulting
from urban cycles of growth. Similarly, the
cycles of marketing and production are so
quick that the task for architecture is not to
provide a timeless typology, but instead a
schema for a changeable identity that
maintains basic principles. This notion of

a mutational generic is a significant shift
from that of the turn of the century, when
the generic was defined as standardized
perfection. We are bored with the perfect:
there are no perfect buildings or cities;
instead, we are interested in models of
growth and development.

Sandy Wilson: By “perfect” you mean
the Alberti idea that nothing can be
added or taken away. At one exireme that
could still be true, as in the spectrum of
use. But if you were making a monument
to an idea or a person, you would make
an absolute timeless thing.

Greg Lynn: Now, in the fields of industrial
and graphic design, logos and identities
change quickly. And you watch the change
like in computer software, where you want
the update every year, so they give you

a product that you see grow. Similarly,
there is no perfect item of clothing—
instead, there is fashion; in these fields
they have embraced a different model of
the standardized.

Nina Rappaport: What about perfect
places? At the end of the book Genius
Loci, Christian Norburg-Shulz talks about
the perfect place and complains about
shopping malls destroying place. It seems
that now we have accepted the big box
and the shopping mall as a given, so
architects have to go beyond the design
of these structures to address how to
work with that type of development.
Keller Easterling: One of this year’s the-
sis students, Andrew Mazor, worked with
a big-box compound—a landscape that
we typically think is undifferentiated and
repetitive. But he found that they are
actually quite complex and that they often
sponsor a bizarre set of peripheral pro-
grams, like nap rooms, concierge ser-
vices, Zen gardens, bowling alleys, and
so on. He designed a spatial “expansion
joint” for these programs within the proto-
cols of tilt-up construction and then pro-
jected the growth of a peculiar kind of
vitality generated within these exceptional
conditions. Maybe exception and error
are simply naturally occurring elements.
Greg Lynn: And you look at a place that
had so much identity, like New York’s
SoHo, which has all of the components
of a shopping mall, but is plugged in to
support the city.

Eeva-Liisa Pelkonen: And shopping
malls look more like cities.

Sandy Wilson: The shopping malls in
England drain all the interaction from the
city. You end up with specialist shops only
in the center and all the main action hap-
pening in these dumb buildings on the out-
skirts. The cities then become pedestrian-
ized, but diminished in diversity. Richard
Rogers and others are desperately trying
to get the government to bring people back
into the city on the brownfield sites.
Eeva-Liisa Pelkonen: Placelessness
and the conditions that we are talking
about are seen mainly in America; in
Europe we still have a strong national cul-
ture and thus an identifiable architecture.
Sandy Wilson: In places such as
Helsinki, the architecture of the last 150
years is exemplary in its celebration of




what is intrinsic to the character of the
site and its relation to the sea; and that
is why tourists go there. There won't be
any tourists left if everything is placeless.
Keller Easterling: | wonder about the
unexpected effects of our generic U.S.-
style space around the world. | think we
need to know much more—not just about
the new retail terrains, but about the
political and economic terrains that they
encounter. Globalization—if this is not
too far off the topic—presents a lot more
problems for indigenous people than
those associated with branding or retail.
We should be curious about just how
tourism in a place like North Korea or
Dili, East Timor, is really going to work.

It requires so much more research and
ingenuity to not fall into either of the
defaults of contextuality and genericness;
both are irrelevant. The World Bank want-
ed to help East Timor rebuild by offering
concrete block and corrugated metal be-
cause the East Timorese were, after all
the burning and looting, understandably
concerned about rebuilding with their tradi-
tional, flammable thatch. Here it doesn't
seem as if we should be aestheticians
making a choice about the contextual or
the generic. And there is no such thing as
authentic. Maybe it would be fun just to
come up with a smart material as a start-
ing point, a Teflon thatch or something.
Then we should leave it alone and not try
to code the effects in any way, however
complex. Complexity often fools us.

Greg Lynn: By abandoning the modern
notion of the perfect or minimal generic,
you can address issues of place with
both more sensitivity to context and a
greater acknowledgment of the need for
global identity. Every city has neighbor-
hoods for tourists, and they are all start-
ing to seem the same. Our problem is
how to design the sameness with some
specificity before urbanism becomes com-
pletely banalized.

Victoria Casasco: Architecture in a spe-
cific place deals with materials found on
a site along with the local workforce and
local technology that is part of site; mate-
rials are a major factor that make place.
A project that surprised me was a classi-
cist building in Santo Domingo: it went
straight into the limestone ground, and
the building stone was the same, making
the relationship of the wall to the ground
beautiful—as though the building was
coming out of the ground. The local labor
really knew how to make it, and the archi-
tect had his office on the job site. He
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worked on the site and designed a build-
ing with cross-breezes that made it envi-
ronmentally relevant.

Greg Lynn: When | made weekly trips

to Columbus, Ohio, from New York, the
evening plane was filled with middle-aged
women with shopping bags from all of the
stores you find in the malls. | used to
hear them say that they had visited New
York City to shop at the original Limited or
Nature Store. But they weren’t the origi-
nals at all; what is ironic is that most of
these brands started in Columbus—the
epicenter for demographic marketing
since the founding of the first McDonalds.
So here was the demographic cutting
edge of retail culture in America going to
NYC and thinking that they are in the orig-
inal stores because they are located in a
metropolitan context. Clearly, there is a
connection: it is not that these things are
without place; they actually depend on
the notion of having a flagship. It is a
more complicated question than that
posited by the mall. There is the subur-
ban placelessness of branded spaces,
and then there is the historical metropo-
lis. What we are seeing now is a complex
feedback loop in which American urban-
ism is now being determined based on
the criteria of suburban retail space that
is then backflowing from the malis to now
historical metropolitan centers. There is a
dependency between the generic and the
historically specific and the need to
design in both kinds of context despite
their urbanistic differences.

Sandy Wilson: Aalto’s concept of type as
a biological one that can have infinite varia-
tions and yet still be a type is relevant
here. What is happening in nature is really
frightening: we've had an age of technical
arrogance, and nature is beginning to hit
back. It has also shifted the notion of
generic form as something that is suscep-
tible to inflection, change, and growth in
the context of locations. And so the twenti-
eth-century idea that you build a geometri-
cally perfect glass pavilion and put it in
the desert and then pump enough energy
into it to make it habitable is now absolute-
ly out. The glass house as a type is really
nonsense now in a general sense.
Victoria Casasco: For me the glass box
is definitely irrelevant, because | am inter-
ested in the specificity of climate. Even
with our global culture we are influenced
by the places we live in, even if we pre-
tend not to be. In thinking about type,

| was considering vehicles, airplanes, and
cars that are self-contained, or buildings,
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shopping malls, airports, and highrises
that are sealed. But how the Farnsworth
House responds to site as glass box is
interesting because, in a colder climate,
it opens up to the landscape yet is
removed from the ground and purely
abstract. On the other hand, the Japanese
house is an abstract element lifted from
the environment, yet it works perfectly in
harmony with the landscape. It is still a
good example of a building that does
both things simultaneously.

Nina Rappaport: So between type and
site there is a range in abstraction as

to how much self-containment and how
much specificity needs to be given for the
site. This is even relevant to Zaha Hadid’s
studio for the Contemporary Art Center, a
generic museum type that is specific to a
city or location with the possibility of dis-
playing many kinds of art in a flexible
space—but one that does not have to be
a white box.

Greg Lynn: Even the Korean Church had
to be flexible. Two years after that we
were asked to redesign it at double the
size. We saw the cycles of growth in a
monument such as a church needing a
model where you had to come up with a
strategy for a building that could be
added to and subtracted from and mutat-
ed pretty fast. On the heels of that | start-
ed working on a line of stores for an
Internet sales company that doesn't sell
anything in stores. They wanted show-
rooms that could range from 1,000 to
10,000 square feet and take on very dif-
ferent characters based on their locales
while maintaining a brand identity. These
are the basis for my Yale studio this year.
They came to me and literally asked for
“a blob that mutates into different
shapes and sizes” with a fluctuating iden-
tity. We began by designing a system of
limits for a generic shape that would not
be modular but would instead be dimen-
sionally evolvable. We built the first show-
room in Stockholm using fabricators from
the Scandinavian auto industry, which
uses robotic manufacturing equipment to
prototype car models in wood.

Sandy Wilson: | think, as in Aristotle's
classical definition of architecture, that it
is a “practical art that has to serve an
end other than itself.” It seems to me
misguided to talk of ideal types—as if
architecture were like music, “a fine art
that serves only itself,” and is not deter-
mined by use. If architecture is deter-
mined by use, you should be working
from the inside out, understanding all the
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specificity and deriving from it some gen-
eral rules. Analogies are dangerous: like
the word “organic,” they become caught
up with.imitating plant forms rather than
seeking shapes derived from purpose.
Wittgenstein said that “the meaning lies
in the use.” And for each particutar
project that you are asked to deal with,
the meaning, the use—and therefore the
form—will be different.

In the case of the British Library, M. J.
and | explored the distinctions between
what was to be highly specific and what
should be generalized, and overlaid on
these the general obligation to interpret
the library's role as a national monument.
It has to answer to symbolic and cultural
needs. We were trying to make spaces
that would last for more than 300 years
and give identities to those spaces that
were as memorable as that of the Round
Reading Room at the British Museum. To
ensure flexibility, such “one-off” spaces
were served by adjacent zones of neutral
space adaptable to alternative use. You
begin from the inside and try to make
rules, some of which have to be fixed and
answerable to time and some of which
must be able to take on changes arising
from new information systems. -
Eeva-Liisa Pelkonen: |t is interesting
because the old modernist ideas of
organism, standardization, and type have
to do with ideas about reason, culture,
and individualism.

Greg Lynn: There is an unavoidable nostal-
gia effect in architecture, wherein the
minute you get an industrial paradigm it is
already nostalgic by the time it is transferred
into architecture. This is not because we
are not innovative. it is because people look
to architecture for meaning and structure,
s0 by definition architecture will always
operate nostalgically.

Keller Easterling: We need an education
about the geographic and nongeographic
site. The more you know about the non-
geographic site, the more you know what
parts of the game to alter when it encoun-
ters a geographic site as well as when to
ascend and descend the abstraction lad-
der. You can't ignore the nongeographic
site and opt, instead, for conventional
notions of site specificity, because then it
won't have anything to do with the way
the world works.




The New American
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As Paul Goldberger notes in Alexander
Gorlin’s latest book, the history of the
town house is twofold: the house as a
prototypical unit to be multiplied in the
creation of streets, blocks, and cities;
and the house as a one-off design con-
tingent upon program, context, and per-
sonal expression. Because there is little
political or consumer will for the former
team-player unit, and because most
American cities are already well estab-
lished, the majority of houses in Gorlin’s
well-illustrated book nestle quite elegant-
ly within found conditions in Manhattan
and Boston, Chicago and San Francisco.
There is a certain orthodoxy in this
pattern, but also an opening-up of new
interior worlds. Gorlin's own predilections
as a practicing architect also seem to
lie toward a combination of the universal
with the particular along with some
fusion of classical and contemporary
styles. As Parisian town houses of the
1920s were infected with the spirit of
artist ateliers (even if the inhabitants
never saw a canvas), American town
houses of today are in many cases
infused with the liberating openness of
the loft and postindustrial, post-
Rauschenberg, and post-MTV society.
The New American Town House is
more about the present than any future
prospect. The book is divided between
Gorlin’s lengthy, well-informed essay and
a selection of 24 recently completed
houses. The essay tracks the develop-
ment of key themes in dense domestic
architecture from Pompeii to Georgian
London, back through the Parisian hotels
to Lescaze's cool sliver insertion into
1930s Manhattan (with its neat differen-
tiation between upper and lower, side-
walk zones). The multiple-unit projects by
Stanley Saitowitz and Mark Mack on the
West Coast are shown in drawing form.
Gorlin alludes with comfortable famil-
iarity to the different periods and styles
of history. Is there a certain American-
ness in that intellectual comfort—an abil-
ity to live with the various modes and
traces in the development of art and
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design? The author certainly is no
Manichaean. Rather than pitching or
insisting upon any single ideology, he
takes delight in the eclectic manifesta-
tions that come to his attention. Physical
comfort issues from many of the interiors
(with close attention to furniture, fittings,
and light)—as well as material comfort.

The selected projects start with the
poetic rooftop conversion by Dean/Wolf
in TriBeCa. It's poetic not because of its
tasteful bits and pieces but in the way the
architects have eroded a cubic patio out of
the existing top-floor apartment. Controlled
erasure, as Michael Heizer showed with
Double Negative, often triggers the most
potent sensory charge. There is also
pleasure to be found in Wesley Wei’s de
Stiji-flavored loft in Philadelphia and
Tanner Leddy Maytum Stacy's grungy
Live/Work House in San Francisco.

However, it would be instructive to
investigate more client types. Are there
inherent differences between first homes
and the vacation pad or cosmopolitan
pied-a-terre, between a traditional resi-
dence and new homes doubling as
offices? What is the role of family in the
houses of today? Many of these themes
were addressed in MoMA's 1999 The Un-
Private House exhibition, which included
several speculative projects.

The act of building is a form of archi-
tectural research, and Gorlin is an archi-
tect who builds. He includes two of his
own houses here—Stairway to Heaven
and Shutter House, both at Seaside,
Florida—in a move that may be perceived
as either brazen or coy, or both. (There is
even a photograph of the author scanning
the horizon from the crow’s nest of Stair-
way to Heaven.) To judge from Stairway
to Heaven, Gorlin is an architect who
wants to have it all. His attraction to the
encyclopedic work of John Soane and Le
Corbusier is not coincidental. in Seaside,
the Celebrity Squares urbanism of
Ruskin Place is tweaked by Gorlin’s read-
ing of the Citrohan project, with one stair-
way as a sideways Escheresque stoop
and a splayed oriel behind.

There surely is another book here
awaiting Gorlin's attention: The New
European Town House. As American cities
have been revitalized in recent decades,
50 have those in the Old World. The cru-
cial issue in Europe is not the new single
home (although there are many in vari-
ous London boroughs alone) but the pos-
sibility of making new urban quarters on
a low-rise, high-density principle. As
Gorlin seems to want to distance himself
somewhat from “the rhetoric of New
Urbanism,” perhaps this is where he is
heading next.

—Raymond Ryan

Ryan ('87) is a former director of the
Urban Design Group of ireland’s National
Building Agency and commissioner for
Irish participation in this year’s Venice
Biennale. He is coauthor of Building Tate
Modern (Tate Publishing, 2000).

Organization Space:
Landscapes, Highways,
and Houses in America
by Keller Easterling.

M.1.T. Press, Cambridge,
Massachusetts, 2088,

224 pp., 37 illustrations,
$37.88(cloth).

America has changed enormously since
1945, when large industrial sites ruled
the land. Fifty years later the picture is
very different. Thanks to federal and
state government initiatives, the South
has been industrialized in the “Sun Belt”
cities and the West is a high-technology
and media hub. Now Chicago, New York,
Pittsburgh, and Detroit lie in the “Rust
Belt,” surrounded by thriving, suburban-
ized city-regions. The story of this trans-
formation from dense, modern industrial
cities to sprawling postmodern city-
regions has often been told. Robert
Fishman's Bourgeois Utopias and J. B.
Jackson’s The Crabgrass Frontier are two
standard texts that portray this shift in
different ways.

Keller Easterling’s Organization
Space: Landscapes, Highways, and
Houses in America covers the same gen-
eral territory from a refreshing viewpoint.
She previously published American Town
Plans: A Comparative Time Line (1993),
a useful compendium of American town
and mall plans drawn at the same scale
(including a hyperstack of the material
on a computer disk). In her new book,
Easterling tries to replicate some of the
qualities of a hyperstack through sudden
jump cuts and juxtapositions of black and
white inthe graphic design and page layout.

The book is divided into three parts:
regional and landscape planning, highway
infrastructures, and large suburban hous-
ing-estate layouts and their house types.
In the first part Easterling focuses on the
making of the Appalachian Trail, and the
hopes and dreams of its eccentric author,
Benton MacKaye, who saw it as the tip of
a vast iceberg involving planning the hin-
terland between the East Coast corridor
and the Midwestern plains. MacKaye
thought in terms of vast infrastructures,
highway and hydroelectric networks, new
settlement corridors, and, eventually, a
planned national redistribution of popula-
tion. Like Buckminster Fuller, he had a
global vision that led him to project spec-
tacular new infrastructure links, such as
a series of airports for a new polar route
from New York to Beijing (1926), as well
as new regional governmental subdivi-
sions inside America based on natural
landscape divisions.

In the New Deal, MacKaye worked
the Natural Resource Planning Board
and the Tennessee Valley Authority.

He was one of the two founders of the
Wilderness Society. As a theoretician, he
was a radical left-wing member of the
Regional Planning Association (RPA) in
the 1920s, and in 1928 published The
New Exploration: A Philosophy of
Regional Planning. Mackaye’s specialty
was the “liquid planning” of cities in
terms of the inflows, outflows, and back-
flows within the “watershed” ecology of
the city-region.

The second part of Organization
Space retells the struggle of many mod-
ernists, like the RPA, to overcome the
stranglehold of the railways and set up
an interstate highway system. The first
section describes the different national
networks proposed when the automobile
age was in its infancy and strange new
hybrids were possible (like vast automo-
bile “stations” where highways would ter-
minate in cities, or intermodal “switching
stations” for cars to ride on railways).
The second section describes the inter-
vention of big industrial corporations
whose standardized products and mar-
keting techniques created a critical mass
of automobiles. Norman Bel Geddes’s
Magic Motorways (1940) epitomized the
imaginative dimension of this corporate
streamlined moment, before federal
agencies and congressional committees
established the codes and routines for

the national highway network in the late
1940s and mid-1950s.

The third part of the book briefly maps
a very well known story—the history of
the American subdivision. Easterling
brings to the table the Chicago City Club
competition plans of 1913 for suburban
subdivisions (including one by Frank
Lloyd Wright) and Harvard University’'s
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neighborhood diagrams prepared for
President Hoover's 1932 Home Building
Conference. Continuing the RPA connec-
tion, Easterling highlights John Nolen’s
plan for a new town at Kingsport,
Tennessee, and the Tennessee Valley
Authority new towns of Norris and Oak
Ridge.Finally, she outlines the inter-
vention of large corporations in the post-
war marketing of suburbs, housing,

and lifestyles.

The problem with organizational space
is that although people like Mumford and
MacKaye might have been critical of the
inevitable corporate takeover, they were
fundamentally true believers in the mod-
ernist cause. They did not hesitate to
think great thoughts or execute grand
schemes. While Roosevelt was in office
the state-corporate model in Germany
and Russia achieved similar gargantuan
tasks that we view very critically today.
The pursuit of Bigness has its dangers in
its underbelly: the dispossessed, pris-
ons, and slave camps. And Mumford and
MacKaye closed their eyes to the pain.
Their frustration was about the form (too
spread out), not the direction or content.
Dense American cities were doomed
because of their congestion, pollution,
and slums. The modernists believed they
knew a better way. Now that we have
sprawling megacities in the four corners
of the globe, we might well wonder.

The pleasures of the book lie in the
laconic voice of the author, the sense of
wonder, and sensitivity to the poetics of
obsolete technologies and lost projects.
Easterling clearly identifies with the
bizarre cast of characters who sought to
modernize America and-came close to
lunacy in some of their schemes. One of
the strong points of the book is the por-
trait of MacKaye and his world. The
Chicago City Club competition and
Harvard Group plans illustrate directions
that American suburbia might have taken
if the RPA group had not prevailed (mak-
ing Radburn-like cul-de-sacs the national
model). Organization Space recreates a
sweet, lost world of daring and imagina-
tion, when the suburban formula was still
fresh and large-scale infrastructural
thinking was a new adventure.

—Grahame Shane

Shane, adjunct professor at Columbia
University School of Architecture, is com-
pleting his book, City Theory and City
Design (London University Press, 2001).
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One of Pierre L’Enfant’s grand axes tra-
versing Washington, DC, extends from
the Lincoln Memorial across the Potomac
to Arlington National Cemetery, where it
terminates at the Curtis-Lee Mansion. It
pauses at one of the city’s rare moments,
where there is a true convergence of the
monumental and the intimate, the con-
ceptual and the tactile—the Women'’s
Memorial and Education Center, designed
in 1997 by Weiss/ Manfredi Architects.
This memorial marks an important junc-
ture in the practice of Marion Weiss and
Michael Manfredi. it graces the cover of
their monograph, Site Specific: The Work
of Weiss/Manfredi Architects, with a
preface by Terence Riley entitled “The
Cultivated Landscape” and a substantial
introductory essay, “Working in the
Present,” by Mark Robbins.
Weiss/Manfredi's work forms a coherent
body of architecture, where site, as noted
in the title, is the prime generator of form
and space. lllustrated with beautiful pho-
tographs, architectural drawings, and char-
coal sketches, the book is divided into
chapters—"Site and Memory,”
“Infrastructure Landscape,” “Constructing

the Site,” “Surfaces and Settings”—that
place each project, built and unbuilt, in a
well-defined category described in a short
essay by the architects and followed by
project descriptions.

As the book illustrates, Weiss/Manfredi
strike their most resonant chords where
site converges with memory. This conver-
gence not only forms the impetus behind
the Women's Memorial but also the other
projects prominently featured in the book,
such as the Olympia Fields Park and
Community Center (1994) in South
Chicago, which memorialize the disappear-
ing farm landscape giving way to sprawling
suburbs. The architects renovated and
added to the remnants of a nineteenth-

century farm, with buildings reconciled to
their new functions as community and
learning centers, and respectful of the ver-
nacular without succumbing to nostalgia.
They also solve the practical demand of
accommodating flood-control retention
ponds by designing three terraced basins
that double as playing fields. Excavation
acts as a means of making place both with
the park and the memorial.

Placing their work in a monograph
makes evident the other core values in
Weiss/Manfredi's work: a passion for
geometry and nature, material craft and
the well-constructed detail, modernism
informed by a respect for history, a belief
in the inseparability of architectural
design and urban design, and a rejection
of the idea of the autonomy of architec-
tural form. The reoccurring theme of
excavation is driven by the use of section
as the primary determinant of form, as
seen in the Museum of the Earth,
Paleontological Research Institution
(Ithaca, NY, 1999); the Gardens at
Tuxedo Park (1986); the Design for
Columbus Circle (1998); and the poeti-
cally disembodied “Danteum” of the
World War 1l National Memorial (1998).

In their essays, both Riley and Robbins
trace the architects’ values to their back-
grounds: Weiss's in the burgeoning San
Francisco Bay Area that gave birth to both
the Sierra Club and the semiconductor,
and where she developed a reverence for
both technology and nature; and Manfredi's
childhood in ltaly, influenced by the conti-
nuity of Rome’s urban fabric, which
shaped his conviction that architecture is
a part of a larger continuum. Their training
in architecture was indirectly grounded in
the work of Louis Kahn and Colin Rowe. In
their graduate studies they came under
the influence of Rowe; Manfredi at
Cornell, and Weiss indirectly through
James Stirling at Yale. They met while
working in the New York office of
Mitchell/Giurgola Architects, which was
strongly inspired by Kahn. For both Weiss
and Manfredi architecture is not a specu-
lative pursuit, but an endeavor pragmati-
cally embedded in fact and place.

Today, contemporary architecture—
fueled by an unprecedented burgeoning
economy—finds itself in a pluralistic envi-
ronment where tendencies of modernism
have endured in various transformations.
Within this spectrum, buildings that often
seem to attain the highest profile are
those that operate as autonomous
forms, exhibiting exuberance in place of
restraint, bravado in place of gravitas,
and dominating site and context instead
of emerging from and engaging with it.
The work of Weiss/Manfredi goes
against this current as it evolves toward
a greater spatial plasticity and geometric
complexity. This is evidenced in the
carved volumes of the Museum of the
Earth and the folded plate roofs of their
proposal for the Yale University Boat-
house (1999). Although less Euclidean in
nature than their previous works, these
new works share with the body of
Weiss/Manfredi’s architecture a quiet,
rigorous dignity that link them to a contin-
uum of history and, specifically, to site.

—John Loomis

Loomis is chair of architecture at the
California College of Arts and Crafts. He
is also author of Revolution of Forms—
Cuba’s Forgotten Art Schools (Princeton
Architectural Press, 1999).

The Nature of Ornament
by Kent Bloomer.

W.1U. Norton, New York,
20888, 256 pp., $46.86(cloth)

Tainted and suspect as a practice lost i}\
the past, ornament has been a misunder-
stood, maligned, and marginalized sub-
ject among many architects for the past
50 years. Kent Bloomer, a teacher,
designer, and sculptor, is well known to
25 years of students at Yale as orna-
ment’s passionate and tireless defender.
His singular devotion to the cause has
been brave in the face of many detrac-
tors from the profession’s orthodoxy.

in his new book, The Nature of
Ornament: Rhythm and Metamorphosis
in Architecture, Bloomer summarizes his
research and reflections. With a lucidly
written argument, meticulously organized
and supported by hundreds of illuminat-
ing examples, he compels us to recon-
sider what has become architecture’s
missing dimension. His central argument
is that ornament is a universal trait of
human handiwork in all cultures and in
all periods of history—as universal as
language, music, dance, and rhythm.

The book begins with an analysis of
the nature of ornament, and then reflects
on the decline of ornament in late-twenti-
eth-century architecture, which from the
perspective of Bloomer’s argument is an
«anomaly: “Ornament is a natural and uni-
versal system of human communication.
. . . The phenomenon of ornament has
virtues, indeed psychological functions,
that are so specific as to be irreplace-
able in the composition of culture.
Although ornament can neither die nor
become obsolete, there is historical
evidence that it can be repressed.”

Bloomer shows how throughout history,
ornament has been inseparable from
practical objects, appearing at the crucial
junctures where the objects do their
work. It brings larger meanings to objects
and incorporates thoughts about the
world and culture. “Utility authorizes and
fuels ornament, which in turn awakens
mundane objects from the necessity of
their everyday work,” writes Bloomer.

Exploring the fascinating parallels
between the primal modes of expression
in language, rhythm, music, and dance
and the ability of ornament to capture
the temporal rhythm and space of danc-
ing bodies, Bloomer shows how orna-
ment’s “fantastic realm” reveals carni-
vals of mythic creatures and glimpses
into other worlds. He asks the reader
whether such a realm is not a necessity
of the human psyche as “a visual means
into which the figments of our personal
and collective imaginations are invited,
with permission to scatter and recom-
bine into the uncanny metamorphoses
that occupy a special level of human
thought.” Think of how narrow the world
of objects would be if it could not be
transformed and elevated by our imagina-
tion and dreams. Stated in Bloomer's
terms, a world without ornament is
indeed unthinkable.

The book shows that Bloomer is by
no means a historicist, a revivalist, or a
classicist—as his detractors have often
claimed. His interests are too wide rang-
ing for such a didactic or parochial focus.
In fact, he is excited by modern orna-
ment, invention, and innovation as vital
means of expression. And this has cer-
tainly always been his message to stu-
dents. In a chapter entitled “Ornament
and Modern Technology,” Bloomer brings
to light a wide range of innovative ornament
examples, including Henri Labrouste’s
iron library roofs, Louis Sullivan’s office
building facades, and Eliel Saarinen’s
school buildings. One lesser-known
example is Juan 0'Gorman’s University
of Mexico City Library of 1953—a
tremendous modernist slab covered in
vividly colored mosaic tile patterns

evoking native Aztec and colonial art. The
International Style could not kill orna-
ment in a place where its life force was
$0 strong.

This brings us to the crux of the mat-
ter—that ornament has largely been lost
in modern architecture. The orthodoxy in
the schools and profession 50 years ago
taught that ornament was dishonest as
surface decoration, was not spatial, and
was archaic in our technological age.
Bloomer proposes that these prejudices
ought to be radically reconsidered and
that they have simply become bad habits
that fly in the face of the evidence and
weaken the practice of architecture. The
reasons given for opposing ornament
“usually are untested, quasi-moral, pre-
sumptive, and without regard to the fact

THE NATURE
of ORNAMENT

Rhythm and Metamorphosis

in Architecture

KENT BLOOMER

that most people enjoy ornament”; the
negativity is “more a fear, even a pathol-
ogy, than a profound consideration.”
Ornament is a body of formal knowledge
that, once interrupted, cannot be instant-
ly relearned. “The language of ornament,
like the languages of speech and music,
must be nourished by active procedures
of renewal and education. Indeed the
absence of ornament resuits from the
absence of education about ornament.”
Bloomer succinctly pinpoints the problem
by observing that the argument against
ornament exists only within architecture;
the prejudice against it is less evident
outside that rarefied circle. Ornament is
no more dead, Bloomer asserts, than
the language of Shakespeare or Brahms.

Is it not possible that architects are
blind on this point, and that a missing
and forgotten element of architecture
might be rediscovered? Bloomer points
to the increasing specialization and isola-
tion of professions that are self-referen-
tial and lack a holistic vision to combine
artistry and architecture. Has architec-
ture become too narrowly focused-—los-
ing touch with a critical element—much
as classical music marginalized itself
with a doctrinaire rejection of melody and
tonality? The gulf between the popular
understanding of architecture and the
rhetoric of modern architects may be the
gap left by the loss of ornament. Cannot
ornament be reinvented by contemporary
architecture? Bloomer’s own work sug-
gests promise of that possibility.

—~Michael Wetstone

Wetstone ('91) is an associate partner at
Beyer Blinder Belle, New York.
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 Whereas new digital manifestos about
the building as printout press the topic
forward, the newly initiated “Fab-
rications” seminar considered a longer
history of improvisation and ingenuity
with materials and processes not gen-

erally considered to be part of the con-
ventional architectural palette.

Within architectural research tradition,
many. ofithe stories about fabrication
experimerts remain in the margins of his-
torical discussions. The seminar studied’
some of the experiments of Alvar Aalto,

i/ Andrea Branzi, Charles and Ray Eames,
Buckminster Fuiler, Erei Otto, Jean Prouve,
Utopie; and Konrad Wachsmann; as well
as iconoclastic practitioners who in the
past were drawn to new tools and tech-
niques just by the sheer desire to make
something. For most of them, the entre-
preneurial spirit needed to spot a good
break or a personal connection—whether
it was a liaison to a manufacturer, a
defense department contract, or an affair
with the client's wife—to make the experi-
. ment a success. In each case, taking
on these opportunities propelled careers
into innovative territory. These stories of

opportunism and invention, as part of the ‘

history of technical innovation, were fasci-
nating for students whose architectural
education catalogs careers in terms of
art-historical lists of buildings or debut
performances in international competi-
tions. Although that pattern may still be
true for.a conventional few, thereis a

_ large remainder interested in finding other

ways to use architecture's correlative
skills to act effectively and ethically.

The seminar was enriched by the par-
ticipation of outside guests, many of
whom rely.on some Kkind of elaborate
patching between research in academia,
professional practice, and prototyping as
part of art exhibitions to advance fabrica-
tion experiments. Most participants found
that new technologies provided some free-
dom as well as liability. For James Glymph,
who handles fabrication and computing:
issues for Frank Gehry:s office, juggling
the crafts and practices of a global collec-
tion of workers and craftsmen, digital
files, and a common software base
becomes the currency of-a more fluent
problem solving: At the same time, offices
that produce digital documents are
responsible for.components with very fine
tolerances for error. For architect Bill

Massie, equipment such as a CNC milling

device—a piece of machinery that after

_the initial cost (approximately.that of a

car) not only. produces scale models but
is actually delivered to the site to cut con:

. crete form work-—makes it possible under.

some circumstances to collapse a large
and difficult hierarchy of players. For
William MacDonald and Sulan Kolatan, -
digital processes allow.them to register
information to form a material without
qualities or preexisting formats. For Craig
Konyk or. Stephen Cassells, new materials
and digital tools enter their. offices and
become elements of craft and tinkering,
even if they would seem to eliminate
direct fashioning by hand. The qualities of

the materials as altered by the fabrication

device become part of the fascination.
Similarly, for Mike Silver, software as well
as materials and digital devices do not
retain an aura of technological authority
but become part of a palette of tools that
are patched together in:the kind of brico-
lage necessary for specific inventions.
Students working in teams were

required in their final projects to produce
a detail for.a new fabrication technigue as
well as a literate, even comedic,; scenario

about how that detail enters into culture
and travels from invention to invention
along an often unlikely path. Projects
included details that moved between
NASA and the most banal building applica:

. tions as they developed. Examples of

some of the projects included: a flexible
photovoltaic panel that could also project
advertising, a mechanism that extruded
special:structural weaves of:plastic, a
long-span structural member created by a
pultrusion process, and an application of
synthetic muscle tissue to making flexible
building-scale skins and slabs. The stu-
dents fabricated their details by hand or
with the school's 3-D printer. Scenarios
were presented as mixtures of fact.and
fiction borrowing multiple formats from
interviews to comic books; using.comput-
er images, photographs, movies, and
drawings.

—HKeller Easterling

Easterling; assistant professor, led
the seminar.
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Each year, the Building Project injects
a heady rush into the first-year design
curriculum, and this year was especial-
ly charged: the project is the design
and construction of a single-family,
two-story affordable house for a first-
time home buyer at 23 West Read
Street in New Haven’s Newhallville
neighborhood.

Ground-breaking occurred on May 4,
2000, and the house was fully framed and
sheathed by mid-June. Neighborhood
Housing Services, a local nonprofit organi-
zation, joined the School of Architecture
for f(he fifth consecutive year as the proj-
ect’s sponsor, providing vital community
information to the students and fully par-
ticipating in every major design jury. All
the members of the first-year class worked
to construct the foundation and the fram-
ing of the house during the months of May
and June, after which a crew of ten paid
architecture student interns completed
the house during the summer. The house
was purchased in June, and the new
owner can occupy it in September.

The jury process leading to the selec-
tion of the design to be built was intense.
Students work to maintain a balance
between the competitive and the collegial
as they go head-to-head in promoting their
team’s designs. The competition to be-
come one of the final four teams was par-
ticularly stiff, requiring no fewer than three
rounds of voting to break a tie between
the fourth- and fifth-place projects. Juries
for the project included project director
Paul Brouard; project coordinator Herb
Newman; studio faculty Turner Brooks,

Judith DiMaio, Louise Harpman, and
Steven Harris; and outside visitors Mark
Simon ('72), Brian Healy ('81) Peggy
Deamer, Siobhan Towers, George Buchanan
(’62), and Peter Lynch, director of the
Cranbrook School of Architecture, as well
as the directors of Neighborhood Housing
Services, Jim Paley and Henry Dynia. The
discussions were consistently high caliber
and high voltage.

This year's site, a corner lot with a num-
ber of healthy trees on the property, in a
neighborhood with no dominant housing
typology, proved particularly generative.
Team One worked to provide a fully open
plan on the ground floor with a deep porch
and a series of French doors along the
length of the building in order to engage
the site focusing on the iconic nature of
the American house and its relation to the
driveway and the lawn. Team Two elevated
the lawn to underscore its honorific status.
Team Three created a compact plan, fea-
turing a sculptural response to the corner
condition by raising the roofline in that
location to allow for a large master bed-
room. And Team Four addressed the
changing nature of the American family
and developed a strategy of additive ele-
ments that could be assigned different
functions depending on the occupants’
needs. In a hotly contested runoff between
Teams Three and Four, Team Three was
ultimately selected. The entire class then
joined the project for the last week to work
with the design critics to refine the details
and prepare for construction.

Before construction began, the stu-
dents organized a picnic for the neighbor-

hood to introduce themselves and their
project to local residents. Flyers were
posted at schools, day-care centers, and
churches. More than 100 people joined
the class for the event. The students are
maintaining a notice board at the site to
document and report on the project for
the many neighbors and school children
who stop by to see the house.

Particular to this year's project was the
students’ strong interest in energy conser-
vation and sustainability. The design fol-
lowed Connecticut’s Energy Crafted Home
Guidelines. Although the organization of
the project was supported by the Charles
Moore Building Project Fund, the class
secured donations of many building prod-
ucts, including those from Superior Wall
(insulated foundation system), James
Hardie Building Products (siding), Icynene
(foam insulation), Amati (bamboo floor-
ing), Andersen Windows (windows and
doors), Kohler (bath and kitchen fixtures),
American Copper Development Association
(roofing, flashing), and the Taunton Press
(books and technical manuals). The stu-
dents are justifiably proud of the large
number of donations they received for the
project: as Sarah Lavery said, “Yes, we're
very resourceful.”

—Louise Harpman

Harpman ('93) critic, coordinates the first-
year studio in the spring term.
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This spring’s advanced studios, includ-
ing a thesis studio (page 20), reflect-
ed the diverse possibilities of contem-
porary architectural practice, offering
students a wide range of platforms on
which to begin their own independent
explorations.

Colin St. John Wilson and M. J. Long
William Henry visiting professors Colin St.
John (Sandy) Wilson and M. J. Long's
Woodland Cemetery project in Branford,
Connecticut, is saturated with emotion and
spirituality, and was inspired by Gunnar
Asplund's Woodland Cemeteryin Stockholm,
Sweden, which the class visited on their
trip to Scandinavia early in the semester.

At the final review, Diana Balmori,
Kenneth Frampton, Alexander Purves, and
Carles Valhonrat discussed the emotional
aspects of finding ways to ease the pass-
ing of the dead in a tactile and experien-
tial form. The students not only had to
select the specific location in the varied
landscape on which to build, but designed
a processional pathway from the entrance
to a sanctuary and ritualistic chapels that
integrated landscape and architecture.

Hyo Jin Moon embedded a path in a
concrete garden of remembrance, leading
Frampton to observe: “The question of
what happens to the body and the parting
and getting out of automobiles is essen-
tial. What does the syntax mean, and
what are people really experiencing in
their entry and departure? Those being
mourned must come across the pathway
of the mourners.” This double path in
Carmen Menocal’s project addressed the
procession through time and space, mov-
ing beyond metaphor to lower the coffin to
cremation. Pathways link two chapels with
wooden pinnacle roofs punctuated by a
forest of tall wooden poles. In observing
the structure, Frampton said that “the
syntax is compelling; the relationship of
the treelike roof and heavy wall is a
dilemma.” Valhonrat defended it “as a set
of pages on a notebook . . . Wood is used
in compression; it is a linear element, so
the solution is perfect.” Where the chapel
goes into the earth is “successful as it
addresses issues of enclosure and open-
ness to release emotions into space,”
remarked Purves. “The question becomes:
What feeling do you want to get out of the
spaces?”

Nathum Goodenow also recognized the
significance of the path, modeling his on
Asplund'’s. His chapels, with louvered wall
panels and courtyards, are open to the sky
for natural light. The garden of remem-
brance is withdrawn, becoming a point of
closure with an emotional intensity prior to
departure. Jennifer Tobias emphasized rit-
ual with two converging axes leading into
the chapel, one for the coffin and the other
for mourners. The ringing of a bell allows
mourners to physically deliver the coffin to
the oven, eliminating that “squeamish
approach to the crematorium.” Frampton
felt that “the split between the audience
and the congregation in the chapel makes
people either witnesses or actors—an
interesting and discrete juxtaposition.”

Others focused on the visceral: Urapong
(Goil) Armonvivat envisioned the body
becoming air, with a slit in the earth to an
underground chapel, heightening the
awareness of life. Daniel Kopek designed
a catacomblike wall with urns in gridded
compartments of slate and colored stone
in 16-inch modules. The wall binds a path
leading to a chapel with similar stone pan-
els. Wilson said that the contour is evoca-
tive in the play of light filtering through the
top and noted the close attention to the
qualities of the materials.

Mo

Diana Balmori observed that “engaging
the landscape is not an easy task. What
is the experience of the subject walking
on a path? This is also architecture; build-
ings are not just objects anymore. Asplund
drew every stone as part of his cemetery
design.” In closing, Wilson praised the
adventurous nature of the studio as they
explored “subjects in architecture—ritual,
psychological, metaphysical, and the rela-
tionship to nature—that have gotten lost
along the way.”

Deborah Berke

Deborah Berke’s studio for a motel on a
generic highway intersection in the U.S.
explored ways to design a commercial
building complex that incorporates eye-
catching signage, parking, and rooms in a
compact program and site. The student’s
research included staying a night in a non-
destination motel and a study of the
history, culture, and evolution of motel
design. The midterm project was to devel-
op a complete signage and graphic identi-
ty package. The jurors—Thomas Beeby,
Peggy Deamer, Alan Dynerman, Maitland
Jones, Joel Sanders, and Henry Urbach—
joined in a provocative discussion about a
project, which on the surface appeared to
be a simple program but increasingly
became a complex exercise in analyzing
the relationship between the generic and
specific, repetition, and high-end or
laissez-faire design.

Michael Scro saw the structure as one
that holds highly specific products or expe-
riences inside, not as an unassuming box.
His became a commodity on a strip that
he branded to be a recognizable icon.
Choosing tree species indigenous to four
different climate zones, he created a visu-
al identity. He “hyperdesigned” the interi-
ors with an overarticulation and a satura-
tion of experience to concentrate the ener-
gy of the object in a tight space. Deamer
observed: “Itis a particular place. You are
in a really branded specific place like a
Trader Vics. The embeddedness of the
buildings in the landscape makes you feel
the tension between the neutral exterior
and the interior; it is equally distinct and
manipulated.” Sanders commented that
although some projects are more about
a view out, this one is about retreating
inside. He said, “Then there is the notion
of the digital wall that dematerializes the
space versus the structure, which is
heavy. It is very bunkerlike and thick, but
also might be too cold.” Regarding inter-
nalization, Dynerman noted, “When you
enter, it is a threshold into another world,
but there could be more of a filter
between the two.” Beeby felt it to be res-
olutely private and that it might need to be
a bit more flexible for today’s needs.

Students dealt with the cultural and
psychological intensity of motels, such as
Otliver Freundlich who designed long, regu-
lar rooms with sloped roofs and enclosed
back gardens in an investigation of the
motel as a place of self-isolation. Jones
thought the optical effect of the land-
scape ending with the mirror at the end of
the garden wall was of interest, making
the site endless. Deamer pointed out that
it comes from being any place but no
place, and asked if they counteract each
other in the generic. Urbach noticed the
successful hyperrealism of Freundlich’s

photographic motel essay—a stark, surreal
moment—and saw the need in all the
projects to improve upon the conventional
closet, bath, and entry relationships.
Patterns and color systems focused
Benjamin Bischoff's “Block Motel” with
matches, quilts, pillow covers, and fabric
swatches in a color palette that evolved
from the midterm signage project. Using
checker patterns for vision examinations,
the lettering of the word mote/ gradually
emerges from the colored grid. And the
project’s simple form worked because he
did not stray too far from what the motel
actually was—a basic functional building.
Some students introduced amenities
and activities in their motels, such as
Brian Papa’s integration of movie screens
in @ combination drive-in movie/motel and
Stella Papadopoulos’s inclusion of a
restaurant and cafe. Jones observed that
in a motel program there might not be
enough to do, but “it doesn’t then unbur-
den you from making an internally referen-
tial project; and there is opportunity in
making a good site plan.” Beeby empha-
sized that the notion of commercialization
made the whole exercise interesting.

Greg Lynn

“Today's Store(s),” the first of Davenport
visiting professor Greg Lynn’s series of
advanced.studios assisted by computer
specialist Jose Sanchez, focused on cus-
tomized mass-produced systems to create
a brand identity with infinite variations and
scales on a nonspecified site. Architects
Mark Cousins, Zaha Hadid, Jeffrey Kipnis,
and Edward Mitchell, along with artist
Fabian Marcaccio and advertising special-
ist Rebecca Mendez, reviewed designs for
a store based on four themes: Particle,
Liquid, Composite, and Weaving. The stu-
dents investigated issues such as lifestyle
as a marketing tool, new materials, behav-
ior of the skin, generic forms, mutatable
surfaces, and flexibility.

Modular flexibility was a focus of Samer
Bitar's “Particle” project, which employed a
set of rings to be transformed and extend-
ed, and a continuous coil that changed
through the space. This generic display
form would have peripheral tubes to adjust
to specific merchandising needs. Kipnis, in
questioning what made it different from a
Quonset hut, noted that the interest lies in
taking something that works in a modular
logic and allowing for gradient relationships
to occur. “The positive attribute is that the
spring structure supports the performative
ambition more than a ring structure
because it is all connected, but tends to
fall back on repetitive industrial aspects.”
Marcaccio was interested in how the glass
and steel materials might influence how
one would feel in the space.

Atmosphere was dominant in Bing Bu's
“Liguid,” polygons that moved randomly
with ribbons of liquid light woven with a
fiber-optic web. Kipnis asked, “Can a ubig-
uitous interesting space be a brand identi-
ty? Will | ever buy anything there, or will it
distract my attention too much?” The
brand was explicit in Patrick Hentsch's
“Liquid” red-and-blue bubble wire struc-
ture, a flexible enclosure system in which
brand identity is the formula, not the form.
Mendez posited, “Where does the nature
of architecture fit into the nature of fashion
design, and even advertising?”




In “Composite,” Andrew Cocke created a
structural zipper with teeth in compression
strung together to be deployed as furniture
in a store or as an entire building. The resin
and Kevlar systems are conglomerations of
separate pieces that bend and lock, and
can gain multiple curves from the weave of
the zipper. Generic as a concept became
a point of discussion as Lynn commented
that schools want projects to have a site
and a program. “The minute | left the stu-
dio last week, the project turned into an
airport, but it didn’t have to.”

Constant flexibility drove Mark Gage's
“Weaving” project, as he found an algorithm
1o generate random curves for a clothing
and lifestyle store. He created the modular
structural block with a shelving system using
neoprene sheets clipped to an armature with
rib units for the service space and panels
made of slump fiberglass, as “calligraphy
in space.” Tilting boxes connect floors and
collide in a system of connection diagrams,
which he called “collision manipulation.”
Mendez said, “For once we are in awe.”
Kipnis noted that “the spatial apparatus of
this diagram is better at producing desire by
withholding information. What you are doing
is fetishizing the apparatus. The diagram
produces desire for stuff you can't get.”

In relation to Cheng-Hsun Wu’s “Mobius
Flower,” Hadid commented: “Weave is a
thread that becomes a straight line and
coils up again, so you can have the possi-
bility of complexity and linearity and some
intensity. Beyond doing a basket, how do
you make a space out of a weave?” Clare
Lyster's project responded to the chal-
lenge with a spiral circulation system and
ramps in a spiral space that weave the
surface and circulation of paths.

Cousins noted that “brand becomes a
sort of paradoxical object as a way of cre-
ating an effective space, which in some
sense is generic—but where the generic
character isn't dominated by any kind of
semiology. What is emerging on the back
of the notion of branding is a contempo-
rary sense of a generic place.”

“The studio deals with Robert Venturi
read digitally,” summarized Lynn. “The
predominance of image or brand is to
dematerialize and banalize architecture so
that all you need is the shed; the decora-
tion is no longer in a fixed semiotic but is
fluid.” The studio thus explored the spatial
dimensions of this problem rather than
just attaching a sign. To Kipnis the studio
exemplifies how “architects need to work
toward the notion of making atmosphere
rather than only making space.”

Victoria Casasco
In Bridging the 101 Hollywood Freeway,
Casasco’s studio explored a program for
a City Museum and Cultural Complex that
straddies the freeway and the Children’s
Museum/Los Angeles Mall in downtown
Los Angeles. The multi-use cultural center
would house exhibition space, theaters,
and public spaces on a site that was the
focus of previous competitions for a
pedestrian bridge (1998) and a gateway
(1989). After a midterm visit to the site
and discussions with city officials, the stu-
dents addressed landscape, infrastruc-
ture, and buildings in three speeds: the
freeway, the offramp, and the pedestrian.
At the year-end jury, Diana Agrest,
Ming Fung, John Kaliski ('82), Eeva-Liisa

Pelkonen, Linda Pollak, Susana Torre, and
Andrew Zago reviewed the projects, in
which some students focused on individ-
ual buildings connected by open pathways
and ramps, whereas others designed fluid
spaces in unified buildings. The common
goal was to create a linkage over the deep

-cut of the freeway in the middle of the city,

making it a point of discovery rather than
a cynical element in the city.

Roland Flores designed terraces and

trellises over the highway and cantilevered
the structure. Kaliski felt the scheme
“grew out of a poetic understanding of Los
Angeles, ephemerally, not as fully devel-
oped, but built over time. It is a small pro-
gram for different actors allowing people
in the car to experience green and the
topography; the strategies are very care-
ful.” Fung noted that “the site is not about
ephemerality—it seems that it is not tem-
porary.” But Kaliski observed that it works
because the site is not conducive to a
monumental building project. In general,
Fung characterized the challenge as hav-
ing to bridge the pedestrian and freeway
scale in unique ways because, as Kaliski
pointed out, there is no need for new
plazas or open space in Los Angeles.
“A site two blocks from the studio project
has been empty for 50 years because the
city has never figured out how to deal with
open space.”

A discussion about how to connect
disparate elements of topography was
sparked in Zhong-Gui Zhao's studies of a
David Hockney painting and Roberto Burle-
Marx landscapes as a base for his plan.
Linda Pollak observed: “On one hand the
landscape is a metaphor of topography and
on the other there are the local landscapes
of the beach and water, but here you have
suppressed the issue of boundaries. There
are edges in the Hockney painting but with
overlaps; you need to engage the site as a
place where things happen by looking at
the edges, and begin to define them and
then create connections.”

Glenn Albrecht designed a swooping
gesture, about which Agrest noted that it
talks the language of the freeway, where
grids are not visible and you don’t move in
right angles anyway. But Torre felt that it
was caught between Gehry and a topologi-
cal Eisenman: “Is it a roof or a ground
plane? The moment that it is neither, how
do you imbed it into the landscape?” Yimu
Yin's glass bubble structures over the
freeway allowed views to the cars below,
integrating the movement and form with
the program rather than as an aside.

The jurors discussed the fact that
architects are involved in either reproduc-
ing culture or producing culture, and that
it is essential to introduce designs that
force people to think in different ways.
Kaliski commented that it is a challenging
program at all scales and has resulted in
a broad range of projects. “It is fascinat-
ing that in the end you need to carry the
baggage of analysis that becomes irrele-
vant when the object is produced; there is
a difference between making and thinking
architecture.” The freeway, buildings, and
site resulted in more than just an architec-
tural problem, but a topography and land-
scape problem as well.

Zaha Hadid
Eero Saarinen visiting professor Zaha

Hadid, with teaching assistants Douglas
Grieco, Wendy Ing, and Chris Perry, asked
students to design a Contemporary Art
Center in the United States that investi-
gates a more open-ended and flexible pro-
gram in contrast to a museum with a per-
manent collection. After studies of muse-
ums, spatial concepts in art, as well as a
trip to Hadid’s studio, her Mind Zone in
London, and her projects in Germany, the
students divided into teams—Labyrinth,
Conduit, Basket, Container, Constellation,
and Landscape—and paired with a specific
American museum for the program and
site. At midterm the students plastered the
walls and floors of the studio and the pit
with images, models, and pattern analysis.

During the final review Mark Cousins,
Jeffrey Kipnis, Greg Lynn, William
MacDonald, Fabian Marcaccio,
Guggenheim Museum director Thomas
Krens, and MoMA's Department of
Architecture and Design director Terence
Riley probed deeply into the design of
museums in an often heated discussion.

Students Anand Devarajan, Jason
Hwang, and Qu Kim used “Labyrinth” as a
formal system for a CAC. The single path
inherent in a labyrinth inspired a series of
multiple one-way paths through the build-
ing, each with a slightly different trajectory
that became the structural system and
places for social interaction and viewing
art. Devarajan said they hoped to confront
the idea of the gallery as a white box
because it isn’t really appropriate for new
art and diverse installations. MacDonald
observed: “Basically one project is a big
lasagna model and the other a spaghetti
model. . . . In the lasagna model, paths
would be inhabited relative to a time-
based structure, and you could move
through bundles of surfaces . . . you are
distant or engaged in the art creating a
vertical public realm in the labyrinth, at
the edge.”

In “Constellation,” Cara Cragan and
Timothy Hickman explored new media as
an art form with the need for a specific
type of space. They designed a series of
connected spheres organized around three
zones nestled into each other, bleeding
into the film and video gallery. To Marcaccio
all museums have to be generic because
of the diverse art they need to accommo-
date. “But you have to be careful not to
have the art accommodate the museum
and thus have it become generic.” Riley
emphasized that there is a potential for a
clash between the art forms and the build-
ing: “How does the space condition the
view? How do you make a critical space
that creates a situation that favors a criti-
cal approach to the work of art? The trian-
gulation between the artwork, the architec-
ture, and the visitor is crucial.” Cousins
voiced his surprise that the discussion
took a curatorial tone and that the realistic
architectural position of the curator is that
there is no one single form of exhibition.
“There has to be a provision for the great-
est possible flexibility,” he said.

Krens remarked that by challenging the
notion of art history the students are chal-
lenging the structure of existing buildings
in proposing an alternative. “There is
nothing wrong with that, but it can’t be
architecturally specific if it depends upon
presumed works of art put into juxtaposi-
tion with each other, and you don’t have

those works of art.”

In “Landscape” of Matthew Johnson
and Christopher Herring, which used the
Nelson Atkins Museum, Kansas City, Lynn
saw Johnson’s project as transforming the
meaning of the place by reestablishing a
dialogue between landscape and building
in such a way that it provides particular
spectator view structures that allow one
to oscillate between the interior and the
exterior. “To me,” Lynn said, “that is archi-
tectural and separates it from the exam-
ple of the Cooper-Hewitt,” which Kipnis
had previously noted is a “spatial appara-
tus that is completely overwhelming” to
contemporary exhibitions.

Irene Shum's “Containers” to bring art
to people inspired a discussion of muse-
ums as the new public spaces or as archi-
tectural objects, as weli as the need to
look at the impact of society and econom-
ics on architecture. Kipnis also referenced
Wright’s Guggenheim Museum as a faux
Gothic space to see art en passant as
infrastructure in the spiral, which further
emphasized Riley’'s focus on how the dis-
play of art can alter its significance. Krens,
illustrating how art has to fit into spaces
and function said, “There is no such thing
as a generic art museum, you need to
know the client and the collection. . . . itis
a major public building. Think of these as
theme parks—and that is totally different
from the nineteenth-century version.”

Cousins then asked: “What is the dif-
ference between a storeroom and a
gallery? The only way is to provide variabil-
ity—s0 choosing the collection doesn’t
really help.” Riley noted that Bilbao was
built on the supposition that art will get
bigger, “but it might revert to easel paint-
ing again. The reason museums fail is
that as you accommodate more and more
change, you begin to loose a criticality.
The key is to accommodate in the space
of infinite divisibility.”
Background:
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Under its new leader, Eeva-Liisa Pelkonen,
the Masters in Environmental Design pro-
gram remains the unique interdisciplinary
think tank that Charles Moore established
in 1967. As Peggy Deamer, former
committee chair and now head of the
Advanced Studies program that oversees
both the MED and post-professional pro-
grams, stressed: “The MED program
offers students opportunities to continue
research with design in ways that do
not fit into either a Ph.D. program or the
traditional design studio. It pushes the
limits of what constitutes ‘research.””
Pelkonen, herself an MED graduate
('94) and a Ph.D. candidate at the
Columbia University School of Architecture,
has united with a committee to rework the
objectives of the program emphasizing
three study areas: history, theory, and crit-
icism of architecture and urbanism;
ecology and economies of the built
environment; and digital media research.
Students are required to complete
an independent project with both a
written and visual component (a design
project, visual analysis, book, exhibition,
or film).

Yale and the Community

The Urban Design Workshop (UDW) offers a
significant alternative to conventional archi-
tectural practice: it empowers communities
and organizations through collaborative
design processes and interdisciplinary con-
tributions to improve the quality of life of
the city. Now the impact of the UDW is
being felt in New Haven and Connecticut as
recent charettes, and planning and design
projects are coming to fruition.

On June 12 New Haven celebrated the
ground-breaking for the Addition to the
Timothy Dwight Elementary School, a pro-
ject organized by the UDW. Speakers at the
televised ceremony included the mayor,
who commended the dedication of the
neighborhood and the team, state repre-
sentative Howard Scipio; aldermen Joyce
Poole and Jelani Lawson; superintendent of
schools Paul Ruschinskas; director of the
Greater Dwight Development Corporation;
School Committee chair Curlena
MacDonald; and project designer and team
leader Michael Haverland. Bruce Alexander,
Yale's vice president for state and New
Haven affairs was commended for the
school’s contribution in coordinating a HUD
Community Development grant that funded
the Neighborhood Plan, the neighborhood’s
participation, and the design team.

The Dwight School Committee of the
Greater Dwight Development Corporation,
comprised of many residents, invested
time and energy to solve tough building
issues while sticking to an inherently long
process to develop the project. Their care-
ful evaluation of every inch of the building
to provide long-term durability, heightened
neighborhood security, and overall well-
being made their insights more significant
and sensitive than most architect’s.

The addition will increase the school’s
accessibility and identity through design
elements—a grand elliptical lobby, subtle
green brick, large windows, a prominent
entrance, and bold graphics. Images of
clocks, a compass, and geography will con-
tribute to an experiential space for children
that will maintain a quiet presence in the
neighborhood

Other significant UDW projects are now
under way. In early May the UDW conducted

Although they work independently on a
broad range of topics, MED students tradi-
tionally make contributions to the overall
intellectual rigor of the school. Most recent-
ly, Brendan Moran (MED "99) and Ann
Marie Brennan (MED '01), with post-pro-
fessional student Nahum Goodenow
(March '00), are serving as the editors of
Perspecta 32 (to be published in the fall),
whose subject is “Resurfacing Modernism.”
In addition, Brennan curated two exhibitions
at the school during the academic year:
Photographs by Thomas Meyer, Kaufland,
Retail Spaces of the Former East Germany,
in fall 1999; and Celebrating an Idea: Fifty
Years of Perspecta, which coincided with
the “Perspecta at 50" conference.

Current MED projects include an inves-
tigation, “Statecraft: israel and
Modernity,” by Roy Kozlovsky (MED "01)
which explores the relationship between
modernism and nationalism in both pre-
war and postwar Israel; a research project
on the Rem Koolhaas design for IiT by
Rosemarie Buchanan (MED ’"00); and
stage sets designed by Pam McGirr (MED
'01) for Sweet Phoebe and Backward
Glance, plays produced in New York.

a design charette in Milford, Connecticut,
under the leadership of professor Alan
Plattus, laying the foundation for future pro-
jects which will develop quickly. In April, in
Madison, the Stop and Shop celebrated
the grand opening of a new site plan that is
a direct descendant of those developed by
the UDW in 1996 for the entire district
behind the shops on Main Street. In March,
in East Lyme, a reunion of the 1998
charette and plan by the UDW kicked off a
highway underpass mural project and out-
lined the upcoming projects that will be
built from the pian.

Barbara Littenberg
Retires

Nina Rappaport: On the occasion of your
retirement from Yale, after 25 years of
teaching, what are some of the greatest
changes you have seen?

Barbara Littenberg: One of the sweeping
changes was the proliferation of women in
both the schools and the profession. |
began teaching somewhat reluctantly at
the age of 25, having been pressed into
service by Alan Forrest, then director of
Pratt Institute, who believed that the in-
creased enrollment of women in profes-
sional schools, a product of the elimination
of quotas in the late sixties, necessitated
the development of female faculty. After a
brief two semesters, | was regarded as an
experienced studio critic, and therefore a
hot commodity for major graduate programs.
NR: Where else did you teach?

BL: In the seventies | was at Princeton.

I was at Harvard and Columbia in the late
seventies and eighties. My students went
from being my contemporaries to being my
daughter’s.

NR: What are some of the constants in
your teaching?

BL: Despite the changes of venue, spatial
and temporal, constants are rooted in an
unabiding love of buildings, independent of
time and place, and a belief that all archi-
tectural knowledge ultimately resides in the
building itself—its form, space, materiality,
as well as its history. If embraced, architec-
ture can be a lifelong companion and serve
as an endless open classroom. An ordinary
object or a masterpiece can equally reveal
surprising, inventive solutions to both sim-
ple and complex problems—a clever siting,
or an amusing mullion array encountered
on the street can often make my day.

NR: What have been the best, or most
unexpected, moments in your teaching?
BL: Interestingly, not those on the lecture
podium or participating in all-star juries,
but while sitting one on one with a student
struggling to solve an architectural prob-
lem. Be it through conversation, the physi-

cal reorienting of a plan, or the semidemoli-
tion/reconstruction of a model, the mutual
satisfaction is palpable when the true
nature of the project comes into focus and
everything seems to make sense. That
moment when the proverbial lightbulb goes
on has been most rewarding.

NR: What do you think you will miss the
most?

BL: The transaction that occurs between
teacher and student that somehow forever
changes the way they both understand
their work is surely what | will miss themost.

A&A Building’s Interim
Renovation

This summer the A&A Building benefited
from an interim partial renovation triggered
by the need for a new sprinkling system on
the upper floors and the Art School’s move
to its own building. As a result, many
floors, long blocked up by partitions erect-
ed to make individual studio cubicles when
the Art School took over spaces originally
intended for the architecture program, have
been opened up, returning the natural light
and the spatial fluidity evident in Paul
Rudolph’s original design. On the fifth floor
portions of two concrete in-fill slabs that
blocked the skylights’ ability to bring light
to the fourth floor were removed. The sev-
enth-floor mezzanine was alsoremoved to
return the space to the original Paul
Rudolph configuration.

To take advantage of the additional
space, the undergraduate studios as well
as that of the Urban Design Workshop
moved from the Fence Club, consolidating
all of the Architecture School programs in
one building for the first time since the
1960s. Equally dramatic work took place
in the second-floor galleries, in which parti-
tions placed against concrete walls by the
Art School were taken down, restoring the
gallery to Rudolph’s design with striking
views into the Arts Library’s double-height
reading room. In anticipation of the work in
the gallery, Dean Sakamoto installed the
Feldman Prize exhibition in the spring,
using a cable system similar to that typical-
ly used in the building’s early days.

Associate Dean John Jacobson has over-
seen the renovation, designed by S/L/A/M
Architects. Recalling the space as a stu-
dent, Jacobson said: “This initial renova-
tion is truly unbelievable. It gives a glimpse
of what the building was and what it can
be. ltis like a butterfly coming out of a
cocoon.” Though important spaces are
being liberated, the work is still partial in
its scope. Jacobson noted that the difficult
part lies ahead as strategies are developed
1o integrate today’s technology in handling,
mechanical systems, telecommunications,
data, and electrical power into the building
while maintaining its artistic integrity.

“As a result of this interim renovation,”
said Dean Stern, “for the first time since
the fire of 1969 it begins to be clear why
the A&A is one of the great buildings of the
twentieth century.”

Issues in Environmental

Design

Originally conceived by students from the
Schools of Architecture and Forestry &
Environmental Studies, a seminar will
investigate the polemics and practices of
leading “green” designers working at all
scales from interiors to urban design. Jim
Axley, an environmental technologist; Diana
Baimori, a landscape architect; Victor Body-
Lawson, an architect; and Stephen Kellert,
an environmental scientist, have developed
the course to expand collaborative pro-
grams between the schools. Students from
both departments will participate with an
emphasis on team design and research
projects. Guest lecturers will present
recent work on Thursday evenings and
meet with students the following day. The
guests include Richard Foreman, land-
scape ecologist; Julie Bargmann, land-
scape architect; Bill McDonough, William
McDonough and Partners; Ken Yeang,

T. R. Hamzah & Yeang; Max Fordham, con-
sulting engineer; and Patrick Bellew

of Atelier 10.

Paul Rudolph
Publication Fund

The Yale School of Architecture has
received a generous gift from Claire and
Maurits Edersheim to endow a Paul
Rudolph Publication Fund, named in recog-
nition of their admiration and close friend-
ship with Rudolph. Dean Robert A.M. Stern
described the gift as “a wonderful tribute
to Paul Rudolph’s legacy as an artist and
former dean. | am grateful for this essen-
tial funding, which will allow us to docu-

ment and disseminate ideas within the
school, the Yale community, and through-
out the field of architecture.” The
Edersheims, friends and clients of
Rudolph’s, previously endowed the annual
Paul Rudolph lecture, and in 1986 Rudolph
returned to the school after a long absence
to deliver the first talk in the series.

Yale Exhibits Travel

A revised version of the exhibition The Work
of Daniel Libeskind: Two Museums and a
Garden was shown at the A. Alfred Taubman
College of Architecture and Planning,
University of Michigan, in December 1999.
And Re-Connections: The Work of the
Eames Office was exhibited at Avery Hall,
Columbia University School of Architecture,
in the spring.

School of Architecture’s
Graphic Design

The School of Architecture’s graphic identi-
ty designed by Pentagram’s Michael Beirut
and his team is featured in the winter
2000 edition of Z0OO, a quarterly design
book published in London that presents
the latest work of the world’s top creative
talents in the visual disciplines: advertis-
ing, art, architecture, design, photography,
new media, and the moving image.

Student Work Exhibited

Douglas Gauthier’s fall second-year studio
exhibited their projects for the addition to
the Alice Curtis Demond and Hamilton Fish
Library in Garrison, New York, in the pro-
gram room of the library in April. At the
opening, the students presented their work
and Gauthier described the conceptual
framework for their designs. Hamilton Fish
wrote in a letter to the school that the
trustees “responded to Gauthier’s chal-
lenge with excitement and an energy that
has carried over to our subsequent plan-
ning sessions of the building project. .. The
people who live in Garrison obtained a
tremendous benefit from the experience.”

Professor Peggy Deamer will be teach-

ing a new course this semester that

examines domestic architecture at the

beginning of the new millennium. In
probing the question of why advances

in technology, industry, and communica-
tions have had only marginal impact on

our notion of “house,” the course will

explore work by architects who are push-

ing traditional “domestic” boundaries.

Some of the speakers: Jacques
Herzog of Herzog & De Nieuron,
Elizabeth Diller of Diller & Scofidio,
Bernard Cache, and Steven Holl will
give public lectures the night before
they join the seminar for a more in-
depth discussion of their work with
regard to issues of production, pro-
gramming, and formal invention.

Other guests including Neil Denari,
and Gisue Hariri, will participate.
Themes include: “Domesticity at War:
Is Domestic Life Constant or

Changing?”; “Building, Dwelling, Craft”;

“Abstract Box”; “The Interactive Box”;

“The House as Prototype”; “The House
| as Infrastructure”; “The House as

Geography”; and “Patronage”.

Top to bottom:
Roy Kozlovky, MED Hariri & Hariri,
Thesis illustration, Digital House

Weizmann Library,
1949

Project, Kitchen
with Virtual Chef,
1991

ubw

Groundbreaking for

the Timothy Dwight

School Addition,

New Haven,

June, 2000
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Faculty News

Jim Axley, professor, received a summer
research grant from the U.S. Department of
Commerce, National Institute of Standards
and Technology, to study natural ventilation
in U.S. commercial buildings. In April he
participated in the Conférence des Grand
Ecoles and Lawrence Berkeley National Lab
Workshop “Thermal and Airflow Simulation
in Buildings,” at Berkeley. He also estab-
lished a coliaboration at the LEPTAB,
Université La Rochelle, France, for two
research projects.

Deborah Berke, adjunct associate profes-
sor, has completed Holcombe T. Green Jr.
Hall, the new home of the Yale School of
Art, at 1156 Chapel! Street, located in the
former Jewish Community Center. After
receiving a renovation and a substantial
addition, the building will be dedicated this
fall. Architecture of the Everyday, which
Berke edited with Steven Harris was
reviewed in May's Design Book Review.
Phil Bernstein ('83), lecturer, who was
made an AlA fellow this year, presented
“Negotiating International Contracts” at the
AlA national convention in Philadeiphia and
discussed practice issues at the AIA New
England conference. As associate principal
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at Cesar Pelli & Associates, he is working
on a new corporate facility for Goldman
Sachs on the former Colgate site in Jersey
City, New Jersey. With Richard Swett (Yale
College ’'79), the U.S. ambassador to
Denmark, he is coordinating a conference
on public policy and architecture to be held
in Copenhagen in September.

Kent Bloomer, adjunct professor, has
completed the winged horse for the Great
Platte River Road Memorial Archway, a
museum that spans Interstate 80 near
Kearney, Nebraska. Bloomer has also
begun the design of panels for the Public
Library in Nashville, Tennessee, and the
principal ornaments for Rice University’s
Jesse H. Jones Graduate Schoof of
Business Management, both for Robert
A.M. Stern Architects.

Turner Brooks ('70), adjunct professor,
has completed the Gilder Boathouse at
Yale. He is completing several residential
projects in New England.

Peggy Deamer, associate professor, and
a partner at Deamer + Phillips, in New York,
has published “Detail and the Ideology of
Production,” in Praxis: Detail (summer
2000). “Marxism and Architectural Theory”
will be published in Assemblage 41 this
fall; “Spatial Legacy of the New York Five”
is forthcoming in Perspecta 32. Articles
about her firm’s projects were published in
The New York Times (Montauk House) in
May and in House and Garden (Riverhouse
Apartment) in September.

Judith DiMaio, adjunct associate profes-
sor and director of undergraduate studies
in architecture, has completed the facade
of Urban Outfitters, which will open this fall
on Broadway in New Haven, as part of a
development coordinated by Thomas Beeby
('65) for University Properties of Yale. She
wrote numerous entries in Robert Kahn's
book City Secrets, Rome (Little Bookroom,
2000) and will give a series of lectures in
northern ltaly for the Seaside Institute's
Urban Studies Program about the Dukes of

After having received the Honorary Degree of Arts
and Letters from Yale University, Frank Gehry spoke
at the School of Art and Architecture's graduation
ceremony saying, “It is an honor to graduate with you,
many of whom | have taught. | hope that you make

Mantova’s new towns of the Po Valley

in October.

Keller Easterling, assistant professor,
gave the lecture “Organizational Sites,” at
Pratt Institute, and one titled “Remotes,” at
the Architectural League of New York. She
also lectured at the Academy of Fine Arts in
Vienna, and at the MACBA in Barcelona, in
May. She participated in the Rensselaer
Polytechnic Institute “Data” conference and
served on the “Young Architects” jury of
the Architectural League of New York.
Martin Finio, critic and partner at Christoff:
Finio Architecture, in New York, will complete
a 4,000-square-foot residential loft in
Philadelphia in December and a 7,500
square-foot oceanfront house in the spring.
He is also designing a penthouse overlooking
the Hudson River for a New York photographer.
Alexander Garvin ('67), professor of archi-
tecture, has given talks at numerous con-
ferences, including one on world affairs, in
Boulder; at The Institute for Urban Design,
in New York; at the San Francisco Planning
and Research Association; and at the
Minneapolis Parks Coalition. Paul Goldberger
profiled him and his plans for the New York
Olympics 2012 in “A Place to Play” (The
New Yorker, February 14, 2000). Garvin
has published “An Insider’'s View—How the
Planning Game Works in the Big Apple”
(Planning, March 2000).

Sophia Gruzdys, critic, is project designer
for Gustavson/Dundes Architecture and
Design on two master plans and building
additions for nursery schools in Long
Island. One is a 6,500-square-foot addition
for the Northshore Synagogue in Syosset,
and the other a 30,000-square-foot Nursery
School and Religious School for the
Community Synagogue in Sands Point.
Louise Harpman ('93), critic and partner
in Specht Harpman Design, received a
design award in ID Magazine’s annual
awards competition for Hurd Studios, which
was included in the magazine’s July 2000
issue and in Interior Design in May. Her
firm’s work on designs for new media com-
panies was highlighted in Architectural
Record in June. Their furniture designs
were featured in the “Home” section of

The New York Times on Jjune 28, Harpman
was a juror for the Stewardson Memorial
Competition and will participate in the
Emerging Voices lecture series at the
University of Pennsylvania in the fall.
Steven Harris, associate professor, is
designing a new community near Bombay,
India. His Whalen House was published

in Interior Design magazine’s June issue.
Harris’s firm has completed a restaurant

in Minneapolis called Chino Latino.
Michael Haverland ('94), assistant pro-
fessor and co-director of the Urban Design
Workshop is working on a duplex apartment
and a 7,000-square-foot residential loft and
commercial space in New York, as well as
renovating a house in Chappaqua, New
York. In Connecticut he is completing feasi-
bility studies for the Hartford Avenue water-
front district of Old Lyme, and site plans
and housing types for Middletown. His
design of the Timothy Dwight Elementary
school addition with the Urban Design
Workshop began construction in June.
Dolores Hayden, professor of architec-
ture, coauthored a paper with photographer
Alex Maclean titled “Aerial Photography

on the Web: A New Tool for Community
Debates in Land Use,” which was delivered
at a session sponsored by Planning maga-
zine at the national American Planning
Association meeting in New York in March.
It is also available at
http://classes.yale.edu/amst401a/guil-
ford/. Barbara Rockenbach, of Yale Art and
Architecture Library, designed the Web site
and participated at the meeting. As an affil-
iated faculty member of the Lincoln
Institute of Land Policy, Hayden is working
on a book titled Model Houses for the

and architecture as important to life as breathing
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Millions: Making the American Suburban
Landscape, 1820-2000. She has lectured
at numerous conferences on sprawl. Her
work is also included in Theorizing the City:
The New Urban Anthropology Reader
(Rutgers, 2000) and in the current issue

of Yale Review.

Joong-seek Lee, ('96) director of digital
media and lecturer, is coordinating a con-
ference on emerging digital media and its
impact on the design profession in Seoul,
Korea, on November 17, 2000, as part of
a 20-day congress entitled “World Congress
on Environmental Design for the New
Millennium,” organized by Yonsei University
and sponsored by the Ministry of Construction
and Transportation of South Korea.

M. J. Long ('64), architectural design critic
and principal with Long & Kentish Architects,
is completing the design of the extension to
the Newport Public Library, in Newport,
Rhode Island, in association with Thomas
Beeby. Her National Maritime Museum
Cornwall, in Falmouth, England, is expected
to open next spring, and she is working on
the design of a visitor center in the former
Georgian port of Charleston, Cornwall.
Edward Mitchell, critic, participated as
part of the Young Architects series of the
Architectural League of New York in an exhi-
bition at the National Building Museum in
Washington, D.C. He was inciuded in the
book Young Architects: Scale (Princeton
Architectural Press with the Architectural
League, 2000), with an introduction by
Constructs editor, Nina Rappaport. His
article on new design magazines, “Lust for
Lifestyle,” was published in Assemblage
40. In the spring he lectured on his work at
Ohio State University.

Herbert S. Newman (’59), critic, is work-
ing with his firm, Herbert Newman &
Partners, on the master plan for residential
life at Vassar College and Cook Commons
at Middlebury College. In addition, he is
designing a program for renovations to
Dodd Hall at Princeton University and a new
dining hall at East Carolina State University.
Newman is also designing The Maritime
Aguarium in Norwalk; B'Nai Israel
Synagogue in Southbury; and Fairfield
Public Library in Fairfield. In New Haven he
is renovating 300 George Street, the
Amistad Street office building and garage,
and the Nathan Hale School. In April his
firm organized a symposium, “Architecture
in Residence: Enhancing the Quality of
Residential Life,” for planners from 25 col-
leges and universities. images Publishing
of Australia recently published a 256-page
monograph of his work titled Herbert S.
Newman and Partners.

Eeva-Liisa Pelkonen (MED '94), assistant
professor and chair of the MED Program
was on the jury for the AIA New York chap-
ter's new headquarters competition in the
spring. She participated in the inauguration
of The Aalto Academy, a Helsinki-based
architecture think tank, in March. Her col-
laborative projects with Turner Brooks are
included in the new book 10 x 10 (Phaidon
Press, 2000).

Alan Plattus, professor of architecture,
coordinated a charette as part of the Urban
Design Workshop's downtown Milford

plan. Plattus gave the keynote address at
University of California at Berkeley's
“Urbanism: New and Other” conference

in February. He also participated in
Washington University's conference
“What's in a Plan,” part of a continuing
series on design, modernity, and American
cities, in which he has been involved for
two years. He also spoke in June at the 8th
Congress of the New Urbanism as part of a
panel on “Civitas and Democracy: The Role
of Place-Making in Our Current Political
Discourse.”

Alexander Purves ('65), associate dean
and professor, participated in the exhibition
On Site: Travel Sketches by Architects, held
at Hunter College Art Gallery in New York
this spring. He also led the reunion of an
architectural drawing tour to Venice in
March with fellow Yale alumni in classes

of 1980 and 1981, Steven Harby, Randy
Hafer, Nate McBride, Martin Shofner, Mark
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Denton, and J. Scott Flynn.

Dean Sakamoto (MED '98), director of
exhibitions and lecturer, has completed the
schematic design of the T-res, a private
house in Hawaii, and is currently working
on the master plan and house prototypes
for an environmentally sensitive community
in Kensington, Connecticut. At Yale he is
designing and overseeing the fabrication of
the new exhibition display system for the

YOUNG ARCHITECTS: SCALE
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A& A Gallery that is restored to the open
plan originally intended.

Robert A.M. Stern ('65), dean, recently
completed the Jesse H. Jones Graduate
School of Business Management at Rice
University, Houston, Texas. Recent commis-
sions include a new Federal Building and
U.S. Courthouse in Youngstown, Ohio;
Classroom Academic Building and
Communications Technology Complex at
Indiana University/Purdue University in
Indianapolis, indiana, which will include
among other facilities the global operations
center for Internet Il; and UCLA's Jonsson
Comprehensive Cancer Center on the
Westwood Campus in Los Angeles. Stern
participated in the Jerusalem Seminar in
Architecture in June and will participate in
the meeting of the World Congress on
Environmental Design for the New
Millennium in Seoul, Korea, in November.
He has recently been nominated to the
board of trustees of the National Trust for
Historic Preservation.

Demetri Porphyrios will return to
Yale as Bishop Visiting Professor in
the fall. His new book, Porphyrios
Associates: Recent Work (NA
Monographs, Andreas Papadakis
Publisher, 1999) includes an intro-
duction by Dr. Oswyn Murray, an
essay, “Classicism in Manhattan,”
by Paolo Portoghesi, and two
essays by Dr. Porphyrios. The mono-
graph features his firm’s recent
projects, such as the town of
Pitiousa, in Spetses, Greece. His
current commissions include the
Forbury Square master plan and
residential tower in Reading and
the Rochester Riverside Develop-
ment, in England.
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. Alumni Books

Arvid Klein ('58) and Giovanni Pasanella’

(1568) have with Henry Stolzman and the
late Wayne Berg, published the monograph
Pasanelia + Klein Stolzman + Berg
Architects in the Contemporary World
Architects Series (Rockport Bublishers,
2000), with a preface by Jayne Merkel,

a foreword by Walter Chapman, and an
introduction:by Richard Weinstein.

Tai Soo Kim Partners (/62) has work
published in the Master Architects Series
(Images Publishing Group Pty Ltd., 1999),
with ah introduction by Thomas Fisher
called “The |diand the Archetype: The
Architecture of Tal Soo Kim & Partners.
Shin‘ichi Okada (/63) has published the
book Creating a Gapital for-Japan: Together
with Regjonal Decentralization (0. S.
Planners, 2000), which discusses capital
city developments, Tokyo's plan; and its
future. “ ‘

Alexander Tzonis (163), with Liane
Lefavie, published the books Aldo van

. Eyck: Humanist Rebel and Inbetweening in
a Postwar Worla (0410 Publishers, 1999),
Tzonis!s Santiago Calatrava, The Poetics
of Movement (Universe Publishers, 1999
was reviewed in the May issue of /nteriors
magazine.

W. Mason Smith 1ll (165), president of

. Shepley Bulfinch Richardson and Abbott, in
celebration of their firm's 125th anniver-
sary have published a history of the firm in
Shepley.Bulfinch Richardson and. Abbott:
Past to Present, with a foreword by Vincent
Scully and texts by Julia Heskel.

David Childs ('67), with Skidmore, Owings
& Merrill, has work featUred in a new book
by Abby Bussel, SOM Evolutions: Recent
Work of Skidmore, Owings & Merrill
(Birkhauser, 2000).

Thomas Payne [ 74) and Marianne
McKenna (/76), of Kuwabara Payne
McKenna Blumberg in Toronto; have pub-
lished a monograph by Oscar Riera Ojeda
with an introduction by Detlef Martins
(Rockport Rublishers; 1997).

Aaron Betsky (/83) has a new book,
Architecture Must Burn (Ginko Press:

2000), designed by Erik Adigard, which was
the subject of a roundtable discussion at
the Urban Center.in New Yorkiin June with |
Terry Riley, Reed Kroloff. and Michael Bell. |

Robert Kahn (/80) is editor of the City
Secrets glide series, which was [aunched
this year with City Secrets. Rome (Little
Bookroom, 2000). The guide includes
detailed descriptions and observations of
places, people; cultural and historic points
of interest in Rome as discovered by archi:
ltects, writers, and artists: Many of the

. entries are passionately written by fellows
of the American Academy in Rome, which
will receive some of the proceeds from the
book. Contributors include Yale alumni
Charles Gwathmey(/62) and professor
Judith DiMaio.

Andres Duany (/74) and Elizabeth
Plater-Zyberk (:74) with Jeff Speck wrote |
a new.book, Suburban Nation: The Rise of

_ Sprawl and the Decline of the American
Drearn, (Northpoint Press, 2000).
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AlA 2000 institute Honor
Awards received by Yale
graduates include:

Frederick Bland ('72), Beyer Blinder
Belle Architects and Planners, New York,
for Grand Central Station

R. Simeon Bruner ('69), Bruner/Cott
& Associates Inc., Cambridge,
Massachusetts, for the Massachusetts
Museum of Contemporary Art, North
Adams, Massachusetts

Tim Hickman ('00) and Jason Alread
('91) with Herbert Lewis Kruse Blunck,
Des Moines, lowa, for the Center Street
Park and Ride

James Stewart Polshek ('55),
Polshek Partnership, New York, for the
Mashantucket Pequot Museum and
Research Center, Connecticut

Marion Weiss ('84), Weiss/Manfredi
Architects, New York, for the Women's
Memorial and Education Center,
Arlington, Virginia

Eric Haesloop ('81), Turnbull Griffin
and Haesloop, San Francisco, for the
Long Meadow Ranch Winery,

St. Helena, California

Scott Merrill ('84), Merrill and Pastor
Architects, Vero Beach, Fiorida, for the
Windsor Town Centre

John Ming Yee Lee ('63) was made an
AlA Fellow this year.

Gerald M. Kagan ('66) was made an
AlA Fellow this year.

In Memoriam

: Burdette Keeland ('60) died on
May 25, 2000. He was a professor

at the University of Houston, Gerald

| D. Hines College of Architecture, and ‘

a practicing architect, as well as an
active member of the City of
Houston Planning Commission. In

| February the university held a retro-
spective exhibition of his work,
Keeland 2000, and a scholarship
fund was established in his name.

As Stanley Tigerman said, “His heart
was in the right place, both in archi-
tectural education and practice,

for sure.”

Jared Edwards ('63) and Tyler Smith
(Yale College '64) are heading up a
coalition to save Connecticut General
designed by Skidmore, Owings &
Merrill in Hartford, Connecticut. The
complex will be featured in an exhibi-
tion on preserving corporate mod-
ernism at Yale in the spring. Their

| preservation campaign was featured in

the Connecticut section of The New
York Times (July 16, 2000)

Please continue to send your news to:
Alumni News, Yale School of
Architecture, 180 York Street,

New Haven, CT 06520-8227.

1950s

Thomas Woodward ('59) has retired from
architecture and is working as a scuiptor in
Colorado. He exhibited his work at the
Seventh Regiment Armory art show in New
York in February.

David S. Soleau ('74) was named president
and chief executive officer of Flansburgh
Associates in Boston, where he specializes
in design of educational facilities.

1960s

Lee Harris Pomeroy ('61), with his firm in
New York, has recently added the design of
the DeKalb Avenue subway station in
Brooklyn to his roster of historical station
renovations. He was featured in The New
York Times on February 3, 2000. Pomeroy
addresssed the graduating studentson
future techrologies at Brooklyn Tech High
School, from which he graduated 50 yearsago.
William J. Hawlkins HI ('62) received the
2000 Architectural Heritage Award from the
Bosco-Milligan Foundation for his work to
restore the Public Service Building in
Portland, Oregon. He also wrote the book
Classic Houses of Portland, Oregon:
1850-1950, with William F. Willingham.
Charles Gwathmey ('62) and the work of
his firm, Gwathmey Siegel & Associates,
was featured this year in a retrospective
exhibition at the new Graduate Center of
the City University of New York, which the
firm designed in a transformation of the

B. Altman Building. The exhibit inaugurates
the Art Gallery and includes this renovation
project, along with 14 institutional projects
around the world. His firm was recently
awarded the commission for the Midtown
Manhattan Library.

Jonathan L. Foote ('64) was featured in
an article in Building Stone Magazine

this year, which described his practice in
Livingston, Montana, and Jackson, Wyoming,
where he focuses on preservation and fine
craftsmanship.

Douglas Michels ('67), of Ant Farm,
Cadillac Ranch, and Bluestar fame, was
recently appointed director of the University
of Houston's FuturelLab design studio,
where he is upgrading his Teleport. He
designed the offices of Origin Design and
entered a competition for a national monu-
ment in Puerto Rico.

William H. Grover ('69), Jefferson Riley
('72), Mark Simon ('72), and Chad Floyd
('73) of Centerbrook Architects received the
2000 Leadership Award for Top Firm from
Residential Architect Magazine.

1970s

Robert Rindler (MED '72) was appointed
dean of the Cooper Union's School of Art in
New York.

Diane Blitzer ('76) is founder of Write
Angle, a construction specification and
technical writing company in Portland,
Oregon. She has begun writing a memoir
titled One Good House, which includes her
reminiscences of Yale in the 1970s.

Barry Svigals ('76), of Svigals Associates,
in New Haven, has designed the FBI
Headquarters on State Street, commercial
laboratories, and the Edgewood Magnet
School, all in New Haven. He has also
designed projects for Garry Trudeau and for
Keith Richards of the Rolling Stones.

1980s

Stephen Harby ('80), who was recently

in residence at the American Academy in
Rome, had his sketches featured in the
exhibition On Site: Travel Sketches by
Architects at Hunter College this spring,
along with Alexander Purves ('65) and
Buzz Yudell ('73).

Richard C. Leyshon ('82) was recently
made director of design at Patrick
Engineering Inc. in Chicago. He was previ-
ously directorof architectural design for John
McManus & Associates, in Chicago, and
Green Associates in Evanston, lilinois, work-
ingonprojects such as the American Aifines
Office, GEM Building, and United Airlines
Terminal, atO'Hare International Airport.

Jacques Richter ('83) and Ignacio Dahl
Rocha ('83) of Lausanne, Switzerland,
have completed the renovation of the
Nestle Headquarters in Vevey, originally
designed by Jean Tschumi, which received
a Canton of Vaud 2000 Distinction in
Architecture Award. Their work was pub-
lished in a monograph by Oscar Riera Ojeda
(Rockport Publishers, 1999).

Andrew Berman ('86) was selected in a
competition for the design of the new head-
quarters for the AIA New York on LaGuardia
Place, which was featured in The New York
Times.

Ti-Nan Chi ('86), of Taipei, Taiwan, has
work on display at the Venice Biennale.
Two years ago he had a show at the
Architectural Association, in London, and
published a monograph Tangibleintangible.
Lise Anne Couture ('86) is exhibiting a
project with Asymptote at the Venice
Biennale this year.

Tim Culvahouse (MED '86) is director of
external projects, architecture and design,
California College of Arts and Crafts,
Professional Development Institute in San
Francisco, where he has organized a pro-
gram for design professionals to share
insights with graphic designers, and adver-
tising and Web professionals in intensive
multidisciplinary courses. One faculty mem-
ber is Charles Dilworth ('83), a partner
in STUDIOS Architecture, where he has
designed corporate campuses for Silicon
Graphics and Northern Telecom.

Jeff Miles ('86) and Madeline
Schwartzman ('86) have completed a
6,000-square-foot office building in
Mahopec, New York for the Spain Agency.
Schwartzman's videos, From Swastika to
Jim Crow and Purim, were featured in the
New York Jewish Film Festival.

Laura Weiss ('88) received an MBA from
MIT Sloan School of Management and is
director of strategic services for IDEO
Product Development, an international
design firm based in Palo Alto, California.
She is on the board of governors of the
Association of Yale Alumni.

Steve Dumez ('89), with his firm Eskew +
of New Orleans, received a PA Award, which
was published in Architecture magazine's
March issue. The firm was selected to
design the 100,000-square-foot Louisiana
State Museum, Baton Rouge.

1990s

Lance Hosey ('90) is an associate with
William McDonough + Partners in Virginia.
Independently he has designed an office for
Interactive Applications Group (IAPPS), a
Web development company in Washington,
D.C., which won a 2000 AIA Award of
Excellence. His apartment renovation
received a 1999 AIA Young Architects
Award of Excelience. He has published an
article titled “Slumming in Utopia: Protest
Construction and the Iconography of Urban
America,” in the Journal of Architectural
Education (February 2000).

Granger Moorhead ('91), who with his
brother has formed Moorhead & Moorhead,
an industrial design firm, exhibited a felt
stool and light fixtures at the International
Contemporary Furniture Fair in New York
this spring.

Garrett Finney ('94) was featured in an
article in The New York Times (December
30, 1999) on NASA’s architecture program
along with Constance Adams ('90). Finney
gave a talk about his work at Columbia
University’s Buell Center this spring.
Jonathan Bolch ('99), Winchester Fellow,
completed his travels in Europe and has
landed in London to work for MacCormac
Jamieson Prichard.

2000

Urapong (Goil) Armeonivivat ('00) was a
finalist in the Skidmore, Owings & Merrill
Foundation 2000 Architecture Traveling
Fellows. Juror Reed Kroloff, editor of
Architecture, said: “The sensitivity and
artistry in the work was truly striking. There
was a depth in the emotional content that
we didn’t see in the work of any of the other
participants.”
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Yale School of Architecture
Lectures Fall 2000

A&A BUilding
180 York Street
New Haven. Connecticut

Lectures begin at 6:30 p.m.in
Hastings Hall — located on

the basement floor.

Doors open to.the general public
at 6:15 p.m.
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Bernard Cache

Marion Weiss and Michael Manfredi
Steven Holl

Dietrich Neumann

Douglas Garofalo

Elizabeth Diller

Herman D. J. Spiegel

Bill McDonough

Hon. Anthony Williams
Richard Sennett

Aaron Betsky

Julie Bargmann

Beatriz Colomina

Ken Yeang

Charles Jencks

Craig Hodgetts and Ming Fung
Kathryn Gustafson

Jacques Herzog

Ignacio Dahl Rocha

Max Fordham and Patrick Bellew
Barry Bergdoll

Richard Foreman
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