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Personal Statement

The CV that accompanies this dossier provides an account of the different places, roles, and activities that led to my
current role as Professor, and Dean of the Daniels Faculty of Architecture, Landscape, and Design at the University of
Toronto. What my CV perhaps does not reveal is the diverse path | have taken in my development as a teacher, scholar, and
designer. After completing my studies at the Rhode Island School of Design and Harvard GSD, my first ten years out of
school were itinerant, moving between practice and teaching. When | started, | was trying to emulate the teacher-
practitioners that had been my models and mentors, pursuing a practice with small projects, writing, competitions, and
organizing symposia and exhibitions. During this time, | was focused on teaching as a means to develop ideas, and
cultivate a community of students and peers. When | took my first teaching post at lowa State, | had little or no knowledge
of tenure, or understanding of the hierarchies and politics of colleges and universities. The roles | had at lowa State,
Columbia, Washington University, the California College of the Arts (as a scholar-in-residence) and the travelling | did
under the Wheelwright Fellowship were critical to my development as a teacher, and to the formation of the program of
research | have pursued as a scholar and designer. After my initial, itinerant years, the eleven years that followed at Harvard
GSD were a period of focus and maturation. While at Harvard GSD, | also served as the O’Hare Chair in Design and
Development and Visiting American Scholar at the University of Ulster (2005-10), where | worked with government
agencies, academics, and other groups to develop proposals for the design of Northern Ireland’s cities and towns as they
were emerging from “The Troubles.” It was during this period that | reconciled myself to the reality that not only by
circumstance, but by choice, | had become more of a professor than a practitioner.

25-foot-long panorama: project and exhibition for Mission Bay, San Francisco, 1996-97

My teaching, research, writing, and creative work take the complex geography, culture, technology, politics, and
historiography of the contemporary city as a starting point for pursuing a more synthetic, cosmopolitan architecture and
urbanism. This work has evolved along two related lines, both concerned with the intersections between architecture, cities, and
the politics of democracy. The first line, more applied and professionally oriented, reconceives urban design by
strengthening the architect’s role in city-building in light of contradictory forces — on the one hand, increasing requirements
for democratic representation and community participation in planning processes, and on the other, the retreat of public
sector actors that has come with the growing dominance of private real-estate markets in the construction of the city.
Much of my teaching and curricular reform at Harvard GSD, the applied research | conducted in Northern Ireland, and
my current leadership of “SuperStudio” at UoFT (a collaborative studio in which all of our Architecture, Landscape and
Urban Design Students share the same brief) revolves around the theme of developing design methods to better
manage the competing constituencies at play in almost any significant urban project. The second line of my work is a long
term, historically-focused research project, pursued, in-part, with collaborator Glenn Forley, examines the transformation
of monument-making in societies aspiring towards democracy, with a particular focus on the American experience.
Recently, this has led to a focus on the way architecture models time (‘deep," historical, and mediated, see: New Circadia)

timeline: Democratic Monument in America, 1900-2000, Exhibition, 2000-02

| have had research, teaching and administrative experiences at a small private art college, a land grant university,
and leading research universities in the U.S., Europe, and Canada, both public and private. These academic contexts
have given me a wide perspective to draw on. From the beginning of my career, | have tackled the most essential
tasks associated with operating a successful school of architecture: studio teacher and curriculum coordinator; lecturer
and seminar leader, mentor to students, and advisor to student organizations. As | continued to teach, | also led
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curriculum reforms, development, and delivery; organized accreditation reports and visits (this past year | managed my
7th APRY/ site visit); organized many symposia and exhibitions, coordinated admissions, led school publications and public
programing, and participated in ACSA conferences as a presenter, paper referee, panel moderator and conference host.

As Dean of the Daniels Faculty of Architecture, Landscape and Design for the past decade, | have brought my experience
to bear on all the above-mentioned fronts. Yet, to lead a needed transformation of the Daniels Faculty | had to grow
and stretch my capacities much farther than | ever imagined. In the decade before my arrival, the Daniels Faculty had
begun to take important steps to rebuild itself, after nearly being closed in the late-nineteen-eighties. Yet, as a school
almost exclusively dedicated to professional design education, the Faculty was still considered an outlier in UofT’s science
and humanities dominated culture. UofT is a large, public Research University with enroliments above 90K, and the
Daniels Faculty was considered too small to survive under the revenue-centered budget model UofT began implementing
almost 15 years ago Against this background, almost immediately after arriving, | initiated major reforms. To survive and
prosper at UofT, | saw that our school needed to expand beyond its mandate in professional architectural education and
engage the larger structures of UofT by becoming a full-fledged University Division. While these reforms were partially
motivated by concerns about the school’s size and financial resources, and the changing realities of public education
in Canada (as everywhere), | never argued for the changes as a purely pragmatic matter, but rather, as an opportunity
for our school to play a broader and more important role at UofT and in society at large. My proposal was that we

Left: Smart Geometry Conference, Daniels Faculty 2018 Right: Richard Sommer addressing the Graduate “SuperStudio,” 2018

should lead in making creative inquiry, design-thinking and visual literacy a new hallmark at the University of Toronto.
Mobilizing talented colleagues, | built an inventive new undergraduate foundation in architectural and art/visual studies,
renewed the school’s three graduate professional programs, created a unique, publicly-funded Ph.D. in Architecture,
Landscape, and Design, and helped found various research initiatives, including the Global Cities Institute and the
Green Roof Testing Laboratory. Adding art, curatorial work, environmental stewardship, and wood-based material
science foci to our primary strengths in architecture, landscape and urbanism has broadened our disciplinary capacities
and better connected us to both our Canadian context and issues of indigeneity. The Daniels Faculty’s rising reputation
has rapidly increased student enrollment and more than doubled our faculty numbers, along the way increasing the
number of women and other underrepresented groups among our faculty ranks at a higher rate than any other division
at UofT. When | started, we had a graduate-only student population of 375. By adding other allied disciplines, and large,
broad-based undergraduate programs with more than 1000 students, we are now among the largest schools in North
America with architecture at their core. As part of this growth, we have expanded the Faculty’s public programming,
drawing diverse constituencies into vital, interdisciplinary discussions about architecture, art, landscapes, and cities.



Perhaps my boldest achievement at UofT was imagining a site and building platform to serve the school's expanded
mission. Opened in 2017, the Daniels Building at One Spadina Crescent reinvigorated one of Toronto’s great civic
landmarks, and is now catalyzing renewal at the western edge of the University’s main downtown campus. The building
features Fabrication Facilities, Exhibition Galleries, a spectacular polychrome Main Hall, and light-filled Design Studios
unique in North America today. Celebrated as “one of the best buildings in Canada of the past decade” by the Canada’s
paper-of-record, the Globe and Mail, the Daniels Building at One Spadina has been widely published and received
seventeen national and international design awards to-date. | count as one of my most important achievements as
Dean that | was able to convince the University’s leadership and others in the city and surrounding communities that we
had the vision and could garner the financial support to undertake this large and complex 95M dollar project. Working
closely with a multi-disciplinary team led by Nader Tehrani and Katie Faulkner of NADAAA, | have fought harder to
realize this project than perhaps anything else in my professional life. | have literally put my job and reputation at stake
to make sure critical aspects of this project’s architecture and landscape would be achieved in way that would properly
represent the school’'s newfound prominence and expanded prospects for the future. The design and configuration
of the Faculty’s new home embodies many of aspirations | have for the role that schools of architecture can play in
the life of students, universities, cities, and the communities in which they sit. The Faculty just began its third year
at One Spadina, and the building is helping to both transform the culture of the faculty, and the city that surrounds it.

As | prepare to complete my second term as a dean next year, and plan a return to my life as a professor, | have begun
to reflect on the six schools where | have served, the diverse opportunities and circumstances they have presented, and
my role within them. In each of these schools, | have sought to foster the kinds of creative environments and learning
opportunities that would best serve students, my colleagues, and the broader communities at play. Becoming a dean
has helped me to better realize, and develop, the skills and perspectives to orchestrate and promote the work of others.
Along the way | have engaged thousands of students, and been a mentor to many individuals who have gone onto have
prominent careers in academia, practice, and industry, some now with tenure, leading their own schools. As | have taken
on increasing administrative and leadership roles over the course of my career, | have stayed engaged as a designer
and scholar, and have never lost sight of the entrepreneurship and tenaciousness required to teach and undertake
research in architecture and its allied disciplines. | understand the necessarily fragile nature of architecture within an
institutional culture dedicated to research and creative inquiry through the making of things, and am deeply committed to it.

Daniels Faculty @1 Spadina Crescent, looking south towards Lake Ontario
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oprosms The stacks section of the library in the new building. The
V-shaped brace supports the bleachers in the Principal Hall. asov

Within the fistoric structure, the interior is elegantly transformed and
contemporized into another library section, plus offices and gathering
areas. ros mawr The Fabrication

sorrom ment Floor plans courtes
{not shown), a pubiic gallery will serve as an a

hor for the emerging
“design arts district” As lecture venue and specialized exhibition

space, It is expected to encourage debate and public interest in
architecture, landscape and design after its completion next year.

priate to our time. The invitation to discussion is enhanced and dignified
by the building itself in a variety of welcoming “spaces of appearance”

in the studios and meeting areas enriching the opportunity to pasticipate,

broadened by the diverse student programs, interdisciplinary collaboration
and increased community outceach and public programming:

‘The addition's unusual shape has a powerful logic. The circle’s very
completeness, disconnection and inward focus had projected a level of
zemove and aloofness. Within it, the neo-Gothic Knox College building
had a clear front and back, but its rectilinear symmetry did not address
its 360-degree context. The new expansion engages with Knox College
beyond its original footprint with a simple and brilliant move, by ex-
tending rear lateral “wings” to frame and complete an implied but never
sealized interior “courtyard.”

The architecs ulimately embraced symmetry, whilesubly inflcting
the addition with the asy orces o
University campus on the east side and the residential neighbourhood
on the west side. Mitigating the singular frontal orientation of the his-
toric structure are the penetrations on the east-west axis of Russell
Street described to me by Tehrani as a litle like “entering the building
through the ears, not the nose.”

A looping circulation system frames th
Flex Hall, a large auditorium for school and university community. This
is all accomplished within a simple box, economical and compact, super-
ficially banal but in fact spatially intricate providing low-ceilinged cave-
like spaces of intimacy within larger organic cavern-like volumes that
Jow for overlook and a visual connection with the daily life pulse of the
school. In combination, these design moves introduce a fine-grained per-
‘meability to the site, ereating a city-like microcosm within a building.

The projct carreson aricharchitectural conversation across a cen-
“The old—orthogonal and heavily grounded, with cel
rooms of Gothic verticality—is in ardent dialogue the new: fluid,
fractal, curvilinear, warped and interpenctrating. At the “joint,” the

new collective space, above the

Established in 1890, University of Toronto's architecture school—of which
T am an alumnus—has migrated to several makeshift locations over the
years before landing in a purpose-built building. It has finally found its
permanent home as the new Daniels Faculty of Architecture, Landscape,
and Design at the Univessity of Toronto in a remarkable feat of form-

m:kng, site planning and city building,

The lead architects, Nader Tehrani and Katherine Faulkner of Bos-
ton-bised NADAAA, apply the metaphor of “landscape” to the whole
project, describing it as an occupy-able ground plane of layered strata
whose topography has been manipulated inside and out, seemingly en-
larging the tesrain. Working with local architects Adamson Associates,
heritage architects ERA and landscape architects Public Work, they
seized as an opportunity to reshape the edge of the campus—from hard
border to interlacing blurred boundary, fluid and interpenetrati

The circle known as One Spadina Crescent had been an idiosyneratic
punctuation point and 19th-century touch of gentility in a patchwork of
streets stitched together in 2 quasi-grid. Until now this circle has pro-
jected the unfulfilled promise of something special. In the postwar era,
it was neglected and largely inaccessible, swallowed by streetcars and
then car traffic. Now seen with fresh eyes as the emphasis shifts from
auto-dominance to pedestrian life, its shift from introversion to extro-
version is a civic invitation to the larger community.

It is fitting that the urban design catalyst for the western edge of the
campus should be an architecture school. The reframing of the periph
ery revives the suppressed relationships of this campus corner on all
sides of the circle: the prominent south-facing Spadina Avenue axis
is celebrated with 4 raised belvedere and event space. A generous prom-
enade circumnavigates the building within the circle. Five enhanced
crossings of the traffic “moat” and ample bike parking extend the wel-
mat inviting the public into the circle. These convivial gestures
peak to a new understanding of the university’s place in the city a
committed steward and active cont

“The formexly “blind” northern face of the building transforms from
2 back to a new front, re-engaging in dialogue with the city on all sides.
From within the building, strategically placed openings offer 360 degree
glimpses of the city outside, creating the pleasurable sensation of being
in a ship moored off the edge of the campus. One enters that ship
effortlessly through beckoning “portals” bringing the shared sense of the
street indoors. Inside, much of the space is defined in plan and
section by undulations in the floor, wall and ceiling that create subtly
defined and fluidly interconnected places.

No opportunity to use space has been wasted. Defeating the trad-
itional drive to maximize the net-to-gross floor area ratio, “unbounded”
circulation spaces are also fitted out as the important spaces of learning
and gathering. The lower level is exposed by the carth *heaving” dovn
o true groand, exposing and making it habitable. As Faulkner and Teh-
cani tell it, the visible surface is like the tip of the iceberg, revealing oaly
part of what is usable space below.

Tehrani explains that the sschitects, in close eolliboration with Dean
Richard Sommer, canceived of the building s kind of 3 *factory,” a foil
for the warl of the students themselves. This bed to cosiderations of
whe to be generic, when figurative and when recessive. The result
i respectful and strikingly new, resirained and yet dramatic

T he interior layout challenges traditional s, focusing on the rituals
of dialogue around the “erir,* wherein design students present their work
for serutiny and discussion in & sesni-public forum vicble 1o obseryers
fraen many vantage points. Tt large cobamn-free space covered by & canti-
levered, canapy-like reof suggests a great range of ways t expand, con-
tract ind combine programs with a generous margin of flexibility appro-
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I asove ano mewr The historic areas are all treated sparely, but boldly reveal
the original surfaces and clearly delineate contemporary interventions.

linking clements frame a shared collective passageway. In the new
wing, abstracted echoes of the neo-Gothic subtly tie the whole com-
position together while conveying a contrasting lightness, transparency
and luminosity in the night view.

The building’s complex multi-layered roof i its picce de resistance.
Tnspired by the Scottish trussed bridge Firth of Forth, says Tehrani,
it is a highly performative “roofscape,” combining daylight openings
within the deep floor plate, water management and space-shaping struc-
ture. Its undulating warped form creates natural clerestories that shey
tempered and variegated light on the studios and public spaces below:

Its north-facing windows exploit opportunities for natural daylighting,
producing energy savings. For additional sustainability, the building in-
corporates stormwater harvesting for grey-water needs and irrigation its
white roof reduces energy by reflecting rather than absorbing sunlight.

What we see today s the first of a two-phase project to renovate and
expand the iconic existing building and site for the current needs of the
Daniels Faculty, while allowing for future expansion and inevitable chan-
ges of pedagogy. The ultimate measure of its success will be its ability
to be interpretable over time. Its open plan and flexibility embody the les-
sons inherent in Stuart Brand’s How Buildings Learn. Richly layered,
highly articulated and spatially remarkable, the new Daniels Faculty pro-
jects a great balance of challenge, enticement

Ken Greenbers, FRAIC is a Toronto-based urban designer, teacher and principal
of Greenberg Consutants.
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Turning Full Circle, Canadian Architect,



Nathaniel Kleitman’s Mamouth Cave Experiment, 1938

NEW CIRCADIA:
adventures in mental spelunking

Architecture & Design  Gallery
University of Toronto, 2019-20

concept / design / curation
w/ Pillow Culture, NYC

Mamouth Cave

Spelunkers, New Circadia

New Circadia (adventures in mental spelunking)
creates a metaphorical cave — a soft utopia — to
inaugurate the Architecture & Design Gallery at the
Daniels Faculty, University of Toronto. This immersive
installation was inspired by Dr. Nathaniel Kleitman’s 1938
Mammoth Cave experiment (the first instance of a scientific
research laboratory for studying natural human cycles
of sleep and wakefulness). New Circadia engages the
city, our students, and the entire University community in a
variety ~ of  experiences —including  happenings,
multidisciplinary performances, dialogues, film screenings,
and nocturnes — to probe and  conjure notions of
geological, mythical, mechanical, and biological time.

Circadian rhythm (Latin: circa, approximate and dies,
day) describes any natural biological process that
recurs on a 24-hour cycle. Thus, in the tradition of
utopias, New Circadia, can be roughly translated as
“New Day.”

Going Underground

To go underground is to suspend a sense of time, to exit
the everyday world, and to evade authority. To descend
into a cave is to return to a lithic pastenhanced by
mythical, cultural, and historical associations with
underworlds, oracles, magic, ritual, sanctuary, and
seclusion. New Circadia offers a paradisiacal retreat in
the pursuit of circadian reverie.

Why New Circadia?

The biology that undergirds our well-being presumes being
at rest during at least one-third of our lives.
Nevertheless, the mechanization of life has evolved to an
extent that we can be “plugged-in” at all hours. A central
feature of this pursuit of an optimized state of productivity
is a reciprocity between architecture and technology. The
late-19th-century standardization of time that came with
railroads and telegraphs; the 20th-century appearance of
tall, electrified cities; and the 21st-century primacy of the
World-Wide-Web, which has enabled the spread of a
globalized gig economy that crosses time zones — all are
part of this temporal “architecture” of modernity.

Is it Time to Put Architecture to Sleep?

Architecture today is inextricably bound up in the
urbanization of the planet. It needs to pay as much
attention to marking time as it has historically devoted to
manipulating space. And yet, the very culture of
architecture has been built upon a fascination with
adopting mindsets and accelerating technologies that
facilitate long work hours and sleeplessness. How can
architects counter the over-mechanization of everyday life?
And how can architects convey the idea that idling —
whether by sleeping, dreaming, napping, or meditating — is
not lost, unproductive time, but rather an essential state of
mind and body? By creating a dreamlike space where
individuals and collectives can incubate states of rest,
reflection, and reverie, New Circadia will test how
architecture and landscapes can play a role in nurturing a
greater interior life.

Changing Area/ Spelunking Gear



Introduction / Entry, New Circadia: Cycles of Daily Life

Introduction / Entry, New Circadia: Cycles of Daily Life New Circadia: Passage



New Circadia: Felt “Mouth” New Circadia: Soft Spelunking Gear

New Circadia: Lounge-Scape / Sound Works



New Circadia: Entry & Felt “Mouth”

Changing Area/ Spelunking Gear

New Circadia: Lounge-Scape / Sound Works
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Feb 27-28, 2015
230 College Street, Toronto
nt Pr
Sunday March 1

Carto Graphics

Jill Desimini

Harvard Graduat ol of Design

Jesse LeCavalier

New Jarsay Instute of Tech

Sarah Williams

ssachusets Insttute of Technology

Mason White, moderator

y 0 Toronto

Friday Fet

The Bias of Data
Mona El Khafif

Universiy of Waterioo.
Dietmar Offenhuber
Norineastern Univ

Mark Shepard

Ueersty o Eoe

Ultan Byrne, moderator
University of Toronto

Saturday February 28, 10.30am

Leveraging the Marketplace

Robert Bruegmann
Universiy of linois at Chicago
MCLaIn Clutter
of Michigan

T|m Love
Northeastern University
Roger Sherman

rsity of Galfornia, Los Angeles
Robert Levit, moderator
University of Tc

Saturday February 2
Fictions of the Ordlnary
Toblas (\rmborst

log
Marshall Brown
Hlinois Insitute of Technology
Alex Lehnerer
Eidgendssische Technische Hochschule
Miohael Piper, moderator
Universiy of Toronto

Saturday February 28, 3.30pm
Use and Misuse of History
George Baird
University of Toror
Eve Blau
Harvara Graduate School of Design
Margaret Crawfore
ini o, Bkeloy
Kazys Varnells
Courib

Richar Sommel’. moderator
Giiceraty of Toromto

Sunday Sessmn

After

Empirical
Urbanism

A new empirical urbanism has emerged over the past two generations, drawing habits
of mind and methods of observation from the natural and social sciences, and making

use of emerging forms of statistical and visual analysis. Such practices take observation,
systematic documentation, and artful analysis of the city, as given, as a precondition to any
designed intervention. For our purposes Empirical Urbanism is a framework for revealing
the sometimes hidden philosophical assumptions, and design alibis among a diverse group
of urban theories and practices that, while often thought to represent opposing ideologies,
share an empirical approach.

This symposium will interrogate this trend, asking how urbanism as an art and a set of
practices may gain from more explicitly deciphering the relationship between the ways we
characterize the past and present city, and how we go about projecting alternate futures for
it. Our title notwithstanding, we do not imagine an end to empirical urban research. Rather,
the discussion and debates we hope to sponsor have the aim of repositioning observation-
based practice, and airing new approaches to seeing and designing the city.

Alexandsr Elsenschm\dt
University of llingis at Chicago.
Graeme Stewart

hitects, Toronto

And Studenl presentations

Daniels
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Beyond The Model
New Modes Of Project And Teaching

Studio-based forms of design instruction first emerged at the Ecole des
Beaux-Arts more than a century ago. Since then, m buit environment has

These are among the issues that will be addressed by the symposium
Studioscope. This symposium and subsequent publication will bring
ther d scholars to examine the

come under the influence of

and market-based regimes. How has the studio system evolved to address
these changes? Does studio teaching reflect, interpret, or challenge
modes of practice? Do we conceive of the design studio as a venue in

historical emer-gence, contemporary complexion, and future prospects of
the design stud onthose technical, d
procedrs spect ofthe deson sl thatmaka e disinet

illuminate and

tural, land: I

the most “schools.” Both the center and

d ,or rather as the
constructively distin-guished from a larger array of technical or even
scholarly knowledge?

i e \ar)]e?v reflects the sites and
ceto

osablished project anrea I not st matrcf tanenitiogprfeseonal

values studio p

be drawn fom the hstory of archiecture,th broadsr ik enironment,

or other disci-plines. Nevertheless, a shift has recently occurred in how

studios embody research and design speculation. The very terms through

borders of the studio genre will be explored, including the structure and
contentof “core” studios and innovative models of studio instruction from
analogous fields.

The ultimate goal of Studioscope i to create & platform for examining the
status of the studio within schools of architecture and related design fi
elds as a means to open and illuminate channels of innovation within the
genre

which established parameters of design are typ the GSD Planning Committee
studio—sit rcton,and scale i ium Chai

have been placed into cricalrelif.There are, for example, studios today Director, Masterof Architecture in Urban Design Programs
that Associate Professor of Arhitecture and Urban Design

and studios that assume the hybridization of architectur
plan- y required

forlarge-scale urban projects. Phenomena usually taken as a background

againstwhich to design now become the subject of design iselt.

technologi
Jand

Morpholagical analysis, programmtic speculation, and ecology are
becom-ing increasingly important o design practice, and there is a
cancomitant focus on these issues in studio teaching. Yet, behind the
seeming pluralism that characterizes contemporary studio teaching
lingers a debate dating back to the unseating of functionalist approaches
more than a generation ago. Revisiting a Beaux-Arts approach, the
previous generation of de-

sign pedagogues substituted the more flexible legal term "precedent” for
“model” Their aim in positioning architecture, landscape architecture,
and urbanism as a complex genealogy of precedents was to undermine
the rheto-ric of functionalism and modernism's blind embrace of the new,
and instead to pursue design as a consciously i gurative, or traditional,
social art. Stillin lay in the passage from parti o bubble diagram (and
back again through the “precedent,”the “conceptual” model, and the
‘generative map) is the degree to which technical, social, economic, and
the

parameters of an architectural, urban, or landscape design.

Jorge Silvetti
Nelson Robinson Jr. Professor of Architecture

Ingeborg Rocker
Assistant Professor of Architecture

Jerold S. Kayden

Co-Chair and Director of Planning Program, Department of Urban Planning
and Design

Frank Backus Williams Professor of Urban Planning and Design

Preston Scott Cohen

Director, Master of Architecture Programs

Gerald M. McCue Professor in Architecture

Location

Harvard University Graduate School of Design
Gund Hall, Piper Auditorium

48 Quincy Stret

Cambridge, MA 02138

6174952521

wwwgsd harvard.edu/studioscape

Studioscope: design and pedagogy 2007

After Empirical Urbanism, 2015

April 12, afternoon

Welcome and Symposium Introduction

130 P

Alan Altshuler, Dean, Harvard Graduate School of Design

Ruth and Frank Stanton Professor in Urban Policy and Planning, HGSD

Richard Sommer, Symposium Chair

Session I: The Studio Genre Today

200-6:00PM

Moderator: Toshiko Mori, Chair, Department of Architecture
Robert P. Hubbard Professor in the Practice of Architecture, HGSD
Principal, Toshiko Mori Architect

“Tom Buresh, Chair and Professor of Architecture

A Alfred Taubman CaHege of Architecture + Urban Planning,
University of Michi

Principal, Sutrie - Buresh Archects

Mark Robbins, Dean and Professor of Architecture

Syracuse University School of Architecture

Adéle Naudé Santos, Dean and Professor of Architecture and Planning
School of Architecture + Planning, Massachusetts Institute of Technalogy
Principal, Santos Prescott and Associates

Mark Wigley, Dean and Professor of Architectur

Columbia University Graduate Schoal of Architecture, Planning and
Preservation

respondents:

Reinhold Martin, Director, Ph.D. Program in Architecture

and Master of Science Program in Advanced Architectural Design,
Associate Professor of Architecture

Columbia University Graduate School of Architecture, Planning and
Preservation
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The Romantic Life of the Modern Mon&

ent, by RichddhMnSomifeesf the Modern Monument, by Richard M. Sommer

WHAT OPPORTUNITIES DOES monument-mak-
ing offer for recasting the commemorative
spaces of the contemporary landscape? Can
monuments engender democratic spaces in a
society whose building practices seem to re-
flect, on the one hand, the desire to express
the free flow of matter and information, and,
on the other, the overweening influence of the
“value engineer”? I would like to respond to
these questions by exploring, through a con-
sideration of projects both built and unbuilt,
new modes of monument making and recep-
tion—modes that are nomadic, temporary,
and landscape-like. I will also explore how
new forms of monument are struggling to
embody critical and democratic values, often
using ironic and allegorical tactics rejected by
mainstream Modernism. But first I will exam-
ine how the Classical desire for permanence
and the Romantic search for prescient forms
of artistic expression persist in modern at-
tempts at monumentality.

ALLEGORICAL AND IRONIC MONUMENTS
At the start of 20th century, just before the Fu-
turists’ rejection of the monument, Adolf Loos
dissected the nature of the modern monument.
In “Architecture,” Loos described architec-
ture’s function as the ability to “arouse senti-
ments,” and argued that only certain kinds of
architecture—the tomb and the monument—
possessed the transcendent potential of “art”;
all else was utilitarian “building.”! In making
this distinction, Loos seemed to be rearticulat-
ing a Classical schema in which architecture,
with the monument as exemplar, is understood
to be a symbol of humankind’s ability to over-
come the aleatory, destructive forces of nature.
Yet Loos’s association of the monument with
Classicism was ambiguous. In the same essay,
he does more than equate the monumental
function of architecture with art; he also claims
that “the work of art is revolutionary: the house
is conservative”—that is, art can be challenging
and forward-looking, but architecture must
fulfill the more everyday need for comfort.
Following Loos’s desire to elucidate the
differences between things, one might distin-
guish between his categories tomb and monu-
ment. Like the religious reliquary, the tomb
possesses a special aura because we under-
stand that it contains a real body or artifact; it

38 HARVARD DESIGN MAGAZINE

thus effaces the “distance” of representation.
This is what Loos was referring to in this
seminal passage from “Architecture”: “ . . . if
in 2 wood, we come across a tumulus, six feet
long and three feet wide, shaped by the spade
into a pyramid, we become serious and some-
thing in us says: here someone is buried. This
is Architecture.”? Because it does not contain
the pegrson or thing commemorared, the com-...
memorative monument differs in essential
ways from the tomb. Its power depends not
upon the presence of the real body or artifact
but instead upon the rhetorical force of a rep-
resentational strategy—where no body exists,
one must be metaphorically summoned.

Loos is at his discriminating best when he
explores the relationships and differences be-
tween material facts and conjured auras, be-
tween everyday practices and transcendent
values. Despite the effort Loos made to iden-
tify culture as a dividing line between “art”
and “life”—part of his insistence, in the words
of the Viennese writer Karl Kraus, that we not
mistake the “urn” for the “chamber pot”—the
greatest monument he designed was not a
tomb or commemorative site but rather a sky-
scraper: his famous entry in the 1922 competi-
tion for a new headquarters for the Chicago
Tribune, a high-rise in the form of a giant col-
umn.

Reviewing the text that accompanied
Loos’s design, Manfredo Tafuri, who had once
described the project as “ironic” and indeed
prophetic of Pop Art,? revised his assessment
and wrote, dismissively:

A single column extracted from the context of its

order is not, strictly speaking, an allegory; rather,

it is a phantasm. As the paradoxical specter of an
order outside time, Loos’s column is gigantically
enlarged in a final effort to communicate an ap-
peal to the perennial endurance of values. Like the

Giants of Kandinsky’s Der gelbe Klang, however,

Loos’s giant phantasm succeeds in signifying noth-

ing more than its pathetic will to exist—pathetic,

because it is declared in the face of the metropolis,
in the face of the universe of change where values
are eclipsed, the “aura” falls away, and the column
and the desire to communicate absolutes become
tragically outdated and unreal.#
Yet only an interpretation this narrow would
fail to understand Loos’s column as allegorical
and ironic. The literary critic Paul de Man de-

scribed, in his writing on Romanticism, how al-
legorical and ironic modes of expression create
works that embody the modern subject’s sense
of alienation and difficulty in using language
transparently.’ In this view, the allegorical
work, by deploying historical forms within a
new context, challenges—or, in de Man’s
terms, “evacuates” and “refigures”—longstand-
ing traditions and received histories—in the
case of the Loos’s Tribune Column, the tradi-
tion and history of Greco-Roman architecture.

Allegory is allusive, pointing to (rather than
embodying) its content. Irony either dissimu-
lates—pretends to be what it is not—or play-
fully multplies the author’s voice, depending
for its effect upon the difference between what
an author says and what an audience under-
stands the author to mean. Articulating the
unparalleled ability of irony to engage modern
audiences, de Man writes that “it seems to be
only in describing a mode of language which
does not mean what it says that can one actual-
ly say what one means.”® Whatever Loos’s in-
tentions (he was, after all, a darling of the
Dadaists), the radical shift in scale and func-
tion of what he called “The Big Greek Col-
umn” was taken by many as an ironic gesture,
one that allegorized Sullivan’s tripartite high-
rise and playfully implied a link between the
newspaper column and the Doric column.

A more recent work of monumental art
picks up where Loos left off: Claes Olden-
burg’s 1968 Proposal for a Skyscraper for Michi-
gan Avenue, Chicago, in the Form of Laredo Taft’s
Sculpture “Death.”” Conceived after the artist
had toured Europe’s “great monuments,” Old-
enburg’s project uses the idea of the monu-
ment to suggest a radical redefinition of an

urban site. Referring tg a tour of the recently..,

completed John Hancock Building with its ar-
chitect, Bruce Graham of Skidmore, Owings
& Merrill, Oldenburg found something lack-
ing in Graham’s claim that the Hancock’s ta-
pering form was derived purely from the
imperatives of structure and program.
Oldenburg, who had spent many of his ear-
ly years in Chicago, was ambivalent about the
Hancock. He liked the building but resented
its scale and how it “followed him around,”
obliterating what he had come to view as the
Chicago skyscraper: the Palmolive, later the
Playboy, Tower.® Then, during a visit to the
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city’s Graccland Cemetery, he noticed a resem-
blance beaween the shape of the Hancock
Building and that of Larado Taft’s 1909 memo-
rial sculpture, Brernal Silence, and the black,
obelisk-like tomb behind it. Proposal for a Sky-
seraper explicicly echoes both the allegorical
theme and formal organization of Etermd
lence.? Transposing, at gargantuan scale, Tafts
figure—known locally as “Death’—to the
front of the John Hancock Building—known
locally as “Big John"—Oldenburg likens the
tower (o 2 tomb. “1 liked the contrast between
such a romantic idea (alinost comical) of a
building and the machine-made cool of b Big
Jobn,” he wrote; moreover, he contimued, the
Hlancock is “in fact a highly romantic funcreal
strucrire, an accidental result not calculated by
the computer.”)9 (Oldenburg’ phrase, “the Big
John,” s typical of the erotic allusions he
makes 10 his work—the Hancock is likened to
a toilct, a prostiture’ client, and a penis, sug-
gesting perhaps the ultimare conflation of an
urn and a chamberpoc) Aside [rom the ironic
shifes in scale, material, and context, Proposal
Sfor « Skysoraper i distinetive for how it alludes
1o Chicago’s archirectural heritage (and per-
baps hy assaciation, to that of all Modern
parts of well-known artifacts and linking them
figuracively and syntactically to a new site, the
project suggests a monumenrality whose
meaning is contingent wpon its physical and
cultural comext and s rhus neither “eternal”
nor transeendent.

TOWARD A MORE DEMOCRATIC MONUMENT
Offen comic, ironic, and politically ambigu-
aus, Oldenburg’ “monuroents” can he under-
stood against o postwar atmosphere
characterized by the tension between Mod-
ernist inhibitions concerning the monumen-
ral, symbolic functions of architecture and the
widespread conviction that conventional
forms of monumentality could not adequately
commemorate atrucities as cxtreme as the
Ifolocaust and Eliroshima. This conviction,
combined with the (continuing) tendency of
(oxalitarian regimes to exploit monumental
forms of neo-Classicism, contributed to the
decline of the traditional monument in post-
war socicties aspiring to democracy.

Without an understanding of these changes
in context and sensibility, we might mistake
Oldenbrs project as conceprally skin o
Mount Rushmore.! At the Mount Rushmore
National Memorial—sculpted by Gutzon
Borglum from 1927 1o 1941 and located in the
Black T1ills of South Dakota—the most ex-
pressive part of the human body, the face, is
treated as a fragment and rendered large

The Quilt has challenged the

friends, neighbors, and admirers of those who
dicd of AIDS.1

Cleve Jones, 2 gay activist in $an Francisco,
conceived of the S Project in 1985,
during a rally commemorating the lives of the
city's assassinated mayor George Moscone and
supervisor Harvey Milk. Realizing that the
death count from AIDS in San Prancisco had
exceeded 1,000, Jones asked those attending
the rally to place the names of people they had
lost to AIDS on placards and to arcach these
to the facade of the Burton Plaza Federal OF-
fiee Building—thus creating a quiltlike dis

play.

Officially initiated in 1987, the Quile has
become the worlds largest communal memor-
ial. It has traveled to thousands of locations
and been visited by more then twelve million
people.™ It has spawned an array of institu-
tions and industries—local quilt chaprers;
documentary films; websites, books, and post-
cards chronicling individual panels and those
they honor.’s Displayed in full, the Quilt now
occupies an area Jarger than ten football
fiekls. In fact, it has been displaved fully only
five times, cach time on the Mall in Washing-
ton. During its last display, in 1996, it
stretched from the Washington Monument (o
the Lincoln Memorial, Now an international
phenomenon, the Quilt, in smaller scotions,
travels to many sites worldwide.

“The Quilt as metaphor, and quilting itself
as a eraditional heme-based eraft, suggest cer-
tain conflicts and iranies in relation to the
subject of the NAMES Project; but these dis-
sonances acrually enhance irs power as a de-
mocratic monument. As @ metaphor for the
wix of ethnic groups and cultures that now
coexist in the United States, the “patchwork
quilt” has become a foil to the carlier myth of
the “melting por.” ‘T'he quilt mewphor sug-
gests that differences in taste, color, and tex-
ture will be rerained within a shared field; che
melting pot requires a blurring of differences.
The Quilt’s processes of fabrication allow—
within the thece-by-six-foot format (aggregat-
ed w twelve-foor-squire clements)—the
contribution of panels of any kind. Through
their website, by telephone or nil, and dur-
ing their frequent quilting bees and public dis-
plays, the NAMES Project provides simple
instructions on how to make durable pancls.
Project staff and volunteers oversee the
setnbly and distribution of the Quile, encour-
aging open, public access and chus putting
into practice the promise intimated by the
metaphor of the patchwork quilt.

Although developed by the gay community,
the NAMES Project now provides sites and
rituals for grieving to a broader group who

w of AIDS as a pandemic whose victims
are largely from one subcuiture—it names and offers pictures of victims
who had been, for many, merely statistics.
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of California, the city of Berkeley, the state of
California, and finally the federal gover
men, to “free” the space.

According to van Kempen, Experiment in
Sovereignty is an atempt o challenge our
perceptions about the possibilitics that exist
between anarchy an

s

Helping us to focus on the un

enough (ewice the size of the head of the Giza
Sphin) to rival a landscape whose features
suggest a goological rather than hissorical
measure of time. In an act of appropriation
similar to Oldenburg’, Borghun sct the faces
of Washington, Jefferson, Lincoln, and Roo-
sovelr within a mounminside where they can
survey the nation they helped envision,
metaphorically assuming the American conti-
nent as their collective body

Mount Rushmore is undoubtedly a great
popular menument; but its apparently uncon-
croversial subject masks the radical naturc of
its form and content—its unquestioning cele-
bration of an American “manifest destiny.”
Revealed in recent literature to have been, at
best, a “naive fascist” and, at worst, an avowed
racist, Borglum carved what was, in effect, an
immanse piece of U.S. propaganda that fur-
thered, without a trace of irony, the mytholo-
gy of the “founding fathers.”? In marked
Contrast, Oldenburg works within the ceadi-
o o
both ironic and allegarical modes of expres-
sion to cngage a wider, more popular audience
than would otherwise attend to the libertine
lures of modern art

~Aftcr 1985, ii became increasingly clear
that the traditional monuments attempt to
freeze moments in history was being oclipsed
by the rapid pace of cvents and by increasing-
Iy dynamic forms of art and reportage. By the
19605, everyrbing about the conventonal mon-
ument—both the “who” of victorious military
and political leaders, and the “what” of honor-
ing war and conquest—was being fundamen-
ally challenged. With the growing political
activism of the '60s, especially with the Civil
Rights and Anti-War movements, cortain rev-
olutionary ideas articulated two centurics car-
lier by the Romantics reemerged in full,
countercultural force. Foremose among these
ideas was the passionate belief in huwan free-
dom—the conviction that principled individu-
als could a corrupe socicty and
champion the oppressed. Through association
with a range of liberation movements and the-
atrical protest events, including sit-ins, bra
burnings, and draft-card burnings, these neo-
Rowmantic ideas motivated new, more democ-
ratic forms of monument.

Among the most popular and effective of
these new democratic motwments is the
NAMES Project Memorial Quilt. Over the
past decade, the AIDS Quilt has become
immense through the ongoing, potentially
endless multiplication of individual, three-by-
six-foot (casker size) panels. Now a textile
ficld of more than 43,000 memorials, the
Quilt was made by che parmers, families,

B

ished business of history, the

y

for laws that both defend and limit our ability
to exercise this right.

By helping us to focus on the unfinished
business of history, the democratically con-
ceived monument is not timeless, but rather
time-full. "This concept of the monument is
not so far-ferched—the Latin root of “monu-

poss
bilities explored by the free speech move
ment itself. In theory (and fact), spaces such
as the one van Kenmpen has created do ex-
ist—they are located in the “law-free” zones
between national borders, where it is possible
to commit unlawiul acts, even murder, and
remain heyond the jurisdiction of any nation.
Ilowever, occupying a space oo small to
contain anyone or anything that could pose

ment” derives from the word for “mind™ and
“mindful.” The Romantic philosopher Frei
drich Schlegel claimed that “a historian is 2

praphet in reverse.” Following this insight,
one might recast the archaic function of the
monument—as a revelatory mark or picce of
evidence—within a modern concept of time.
Instead of being cyclical and eternal, modern
time is understond relnuve to both e and

ny danger, in ucs-
tions the rule of aw only conceptually. That
the project was construcred af

being ap-
proved by the university, but before releases
were ohrained from state and national au-
thorities, demonstrates its essential nature as
an act of faith.

THE UTOPIAN FUNCTION OF THE
DEMOCRATIC MONUMENT

Curiously, we have returned, with this last
project, to @ monument in the classical form
of a column, albeit an imagined, utopian one.
This project illustrates most dramatically the
promise of the democraric monument—a
monument capable of negotiating the contest-
ed spaces that help define democracy. Rather
than ossifying a particular view of history,
Experiment in Soveriguty asks questions and
provokes discourse ahout the relationship be-
tween our ever-evolving understanding of the
right o freedom of speeeh and the necessity

the
ariticial Light 1o the kai e b
conflating the projective map and the reero-
spective memoril, the democratic monument
performs a modern, ucopian function by

transfiguring time. Cltimately, such monu-
ments remind us, in Frnst Bloch’s words, that
“something’s missing”—that through histori-
cal imagination, a differcnt, perhaps better
world, can he conceived
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THE DEMOCRATIC
MONUMENT IN
AMERICA
1900-2000

Traveling Exhibition
2000-02

Curator And Designer:

Richard Sommer w/
Fizer/Forley design

The Democratic Monument Exhibition explores the
proposition that there is a new category of architectural
objects that can be construed by situating concepts
associated with the modern monument within the evolving
political aspirations and practices of democracy in the United
States. The exhibit is structured around a chronological
survey of ten juxtaposed pairs of monuments representing
each decade of the 20th century. Ostensibly dedicated to
the themes of liberty, freedom, and equal representation—
as opposed to the commemoration of war—each of the
examples chosen has played a significant role in challenging
the traditional conception of the monument through its
symbolism, method of production, or means of reception.
The exhibit’'s timeline, which contains approximately three
hundred annotated images, maps and diagrams, locates
the selected monuments in relation to political, artistic,
and technological events of the past century. Two kinds
of monuments have been chosen to represent each
decade; Objects, often vertical in orientation and made of
single or highly aggregated parts and Trails, horizontal in
orientation and capaable of rendering large swaths of the
landscape with a singular theme or purpose.



THE CLEFT AUTO Cleft Auto Park transforms an old railroad yard into
PARK a Tailgating Lot (above) and a Hip-Hop Grotto
(below). Inspired by FreakNick (from: "to fraternize
. X and have a picnic"), an annual car-centric event
Gleorgla Dome Olympic sponsored by historically black colleges in the
Site, Atlanta, GA, 1996 Atlanta, GA  area, the scheme was originally
conceived as an ancillary event-site for the 1996
Olympics in Atlanta.

The project is a play on myths and rituals
associated with the original Olympics, as follows:

The sacred character of ancient Olympia, site of
the first Olympics, arose from its location in a
geographic cleft. Over time, a continuous series of
individual cults were superimposed on the site, one
upon the other, and the actual location of the cleft
was lost. This loss of origin coincided with Zeus’s
assertion of absolute mastery over the sanctuary at
Olympia. What had been a footrace, and fertility
games ~— marriages between God and Earth,
symbolizing the dominance of earth gods and their
representation of agriculture, — were gradually
transformed into games representing the militant
and immortal Zeus. Thus, the introduction of
“heavy” athletic events such as boxing and
wrestling combined with pushing, strangling, and
twisting, all of which were derived from earlier
rituals involving blood sacrifice. Interestingly, artistic
activities, especially music, dance and theater, often
preceded the ‘combat’ of naked bodies at other
competition sites, but not at Olympia.

cont. below/

1

View towards Downtown Atalnta

above: Tailgate Plain
below: *Hip-Hop® Grotto

Axonometraic of Tailgate Plain with the Georgia Dome

\\i’

View towards the Cleft from the Stadium

3000 years later at another Olympic site:

As with the lost cleft of ancient Olympia, our cities are characterized by activities which leave marks and then fade from view. Such is
the nature of this site in Atlanta, Georgia: parked cars occupying a geographic scar left by a railroad yard. With this background in
mind we conceived of a car park to accommodate a series of modern rituals that supplement spectator sports. These rituals are
redolent of themes transfigured from ancient reveries associated with Olympia and the Olympics, here embedded in the cult of
automobiles and tailgating. Thus the project synthesizes two aspects of the tail-gating tradition, jazzmen playing horns out the bacﬁ
of a car, here replaced by a “grotto” of electronic mix-masters piping sound up from below, and above, the imbibing of distille
spirits, the grilling of meats and hero worship, i.e. Beer, Hot Dogs and fanatic behavior.



NEOPOLITAN “Underdeveloped” according to powerful real-estate

PLAN FOR HELL’S interes}s, Hell's Kitohe"n (the extenged area of what is now
called “Hudson Yards”) should logically accommodate the

KITCHEN expansion of Midtown Manhattan’s density. Yet bridges,
. e ramps, and major access points associated with the
commisioned study, exhibition | incoln Tunnel, as well as the Port Authority Bus Station,
and publication, 1999-01 the Jacob Javits Convention Center, and rail yards form
Storefront for Art and a barricade of “obnoxious” infrastructure, making the
Architecture, New York, NY site resistant to laisse-faire development. Commisioned

w/ Laura Miller, borfax/B.L.U. 1y The Hell's Kitchen Neighborhood Association, the
NeoPolitan Plan projected an admixture of use, height and
bulk zoning, quite literally figuring the overlapping political
and socioeconomic interests vying for Hell's Kitchen, one
of the most contested urban sites in a major American
metropolis in recent history. Going beyond project-based
scenarios that respond primarily to one — or appease all —
interests, agencies and constituencies, we invented design
procedures to leverage one party’s interests against the
holdings or interests of others. The former Javits mega-site
is re-parceled — forming a new NeoPolitan neighborhood,
where housing, commercial uses, community programs,
and open spaces hopscotch across the site strategically,
serving the interests of local constituencies. Ultimately,
the NeoPolitan Plan for Hell's Kitchen is less a “plan”
than a design-based vehicle for private interest to
become the subject of public debate and negotiation.
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PLAN FOR MISSION The project’s overarching aim was to show how the various
BAY forms of commercial growth that have been considered
for this site could be accommodated in a way that allows
public interests to be better served by private development.
This was achieved in two ways; one having to do with
the form of the project, the other with its representation.
The project situates proposed forms of Development,
including a mixed-use research campus, housing &
commercial development in such a way as to link profit with
both a functioning and symbolic remediation of a large swath
of the site’s toxic ground (see the “Garden Girdle”). The
project also proposes a much broader range of building and
landscape conditions than were typically considered in San
Francisco at the time— each linked to the highly differentiated
programmatic needs and physical characteristics found
at the center, edges and infrastructural extensions of the
site. For example, the plan accommodates a range of
Existing Toxic Landil densities, so that the pastoral predilections of the urban
dweller (influenced by the spirit of American suburbia) and
the need for some ecological restitution are addressed by
building both a “Times Square” and a space for “Fresh Air".

funded study and exhibitions
RS San Francisco, CA 1997

Aerial View of Mission Bay

Looking West w/ John Bass, borfax/ B.L.U.
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