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This is a monograph.
This book generates its own conception of 
monograph.  It documents to a standard 
format a very large volume of work, rapidly, 
and then ruthlessly studies, edits and 
transforms this work.

This monograph is not a portfolio. A 
portfolio is comprehensive/a monograph 
is compromised; a portfolio is objective/a 
monograph is subjective; a portfolio is 
universal/a monograph is personal; a portfolio 
explains/a monograph mystifies; a portfolio 
hastens/a monograph hesitates; a portfolio is 
slick/a monograph is slippery; a portfolio is 
honest/a monograph is deceptive; a portfolio 
is graphic/a monograph is therapeutic; 
a portfolio is defensive/a monograph is 
adaptive.
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This monograph reminds you of the words of 
Samuel Becket, who in 1983 wrote

All of old.
Nothing else ever.
Ever tried.
Ever failed.
No matter.
Try again.
Fail again.
Fail better.

This monograph is a collection, built over 
time as a series of individual books brought 
together as one. It has no index, no table 
of contents, no unified rationale yet is 
curated, organized and read as a continuous 
yet open document. This monograph is 
an intermediary. It is embedded in act 
of questioning architecture, made up of 
architectural elements, representation, words, 
interviews, essay, drawing and photograph.

Volume 1 of 2. 
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The essay first asks the following questions: 
Where does monument protection come from 
in the late 19th century? Why do we protect 
monuments and how should we protect them? 
   It examines in-depth the main arguments and 
theoretical framework presented in Alois Riegl’s 
famous work The Modern Cult of Monuments: 
Its Essence and Its Development (1904). His 
contribution to the discourse of conservation 
is the recognition of ‘value’ sets—age value, 
historical value, use value and newness value—
as the determining (and competing) factors for 
conservation, preservation or restoration.
  Riegl was one of the first theorists to frame 
historic preservation within a theoretical 
framework highlighting the transition of an 
old to a new modern regime in the field. I 
will argue that he places preservation within 
its social mass-context rather than purely an 
intellectual one.
   The essay sets Riegl’s work against other 
theories that arose at the same time. Riegl was 
not the only theorist to approach preservation 
in the late 19th century -others namely Georg 
Dehio and Max Dvořák. Dehio became actively 
involved in the debate for the restoration of 
Heidelberg Castle. In his work, Denkmalschutz 
und Denkmalpflege im 19. Jahrhundert (1905), 
he explains that the need of conservation arises 
from a protection of national identity, rather 
than the result of competing value sets. Another 
theorist, Max Dvořák, inherited the role of 
General Conservator of the Austrian state 
after Riegl died in the early 20th century. His 
work, Katechismus der Denkmalpflege (1916), 
outlines his views on conservation.

Alois Riegl wrote The Modern Cult of 
Monuments in early 20th Century Austria 
when the discourse of what constitutes 
monument protection was changing from 
an old to a new regime –a system that he as 
General Conservator was to define. Since 1850 
there existed a state-run monument protection 
commission, the k.k. Zentral-Kommission, but 

A Theory of Conservation.
Contemporary 19th Century 
thinking from Alois Riegl.

This essay is an analysis of the rise of a 
theoretical basis for conservation in the 
context of the work of Austrian art historian 
Alois Riegl. The competing theoretical 
framework outlined by Riegl mirrors the 
competing contemporary views on the 
topic. Recovering the work of Riegl gives an 
important start to understand why we choose 
to conserve, preserve, restore, or not to do 
anything at all.

there was no law for monument protection. 
   The text from The Modern Cult of 
Monuments was first and foremost a preface 
on his draft legislation in Austria to protect 
historic monuments. It was part of a larger 
piece of work that spoke to the practical 
specifics of his proposed legislation. However, 
it is the first three chapters that has become 
a lasting theoretical framework to approach 
preservation. It is this theoretical framework 
that is critically analyzed in this essay. 
   In addition, it should be noted that when 
Riegl wrote his text on preservation, he was 
not doing so in a vacuum, but rather against 
a background of a long tradition of debates 
and ideas about its nature and purpose. Key 
figures included Viollet-le-Duc and John 
Ruskin, who espoused the old regime for 
protection, an idealization of the past. Ruskin 
is a particularly important precursor, given his 
considerable influence on Austria in the late 
nineteenth century. Riegl sets his new regime 
of protection in direct comparison to the 
old system, highlighting differences but also 
similarities. He is very deliberate when speaking 
about preservation as a thoroughly “modern” 
phenomenon, a system which he is keen to 
define and quantify.
   Riegl starts his analysis by setting up the 
frame of his focus. First, he defines the 
difference between deliberate and indeliberate 
monuments –those with the specific purpose 
of commemoration “for the specific purpose 
of keeping single human deeds or events alive 
in the minds of future generations” (Riegl 69) 
and those that have gained value by prosperity. 
These indeliberate monuments are the focus 
of the modern cult of monuments or historic 
preservation. 
   Indeliberate monuments are what at that 
time in Austria was defined as Kunst und 
historische Denkmäler (trans. Artistic and 
Historical Monuments), a term that Riegl 
viewed as out-of-date and challenges. Within 
the term Denkmäler, Reigl connects the artistic 
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and historical as inseparable. He argues that a 
monument of art is also a historic monument 
just as much as all historic monuments are 
also of art-historical relevance insofar as 
they mark phases of a development of form. 
Riegl questions whether “artistic value” can 
be independent of a work’s rank within the 
developmental chain of history. He rejects this 
notion. “If one adheres to the understanding 
of artistic value that emerged recently as the 
inevitable result of the immense art-historical 
research activity of the nineteenth century 
then one may no longer speak in the future of 
“artistic and historical monument” but only 
historical monuments.”
   The first conclusion that can be drawn is 
that Riegl views preservation within the art-
historical field but also within a social context–a 
result of immense art-historical research. For 
Reigl, preservation is firmly placed within the 
emerging field of social sciences. Although he 
concedes that “artistic” value does exist, it is 
not part of its commemorative value. In other 
words, the official decision to preserve, conserve 
or restore, is not based on relative perception of 
artistic value that changes over time, but based 
on a well-defined (and competing) set of values. 
   What values determine a monument’s 
commemorative capacity? For Riegl, the 
primary commemorative values are age-value 
and historic value, each demanding separate 
(and diverging) actions for preservation. For 
modern contemporary preservation, the main 
issue is to avoid a conflict between both values.

Age
Age-value, put simply, is the value which 
objects acquire with age. Riegl states that: 
“The category of monuments of age-value 
embraces every artifact without regard to its 
original significance as long as it reveals the 
passage of a considerable period of time”. 
Age-value is revealed in imperfection, a lack of 
completeness, a tendency to dissolve shape and 
color.

Monument protection

Deliberate Monument Indeliberate Monument

Commemorative Value Present Value

Age-value
(masses)

Newness-value
(masses)

Historic-value
(experts) Use-value

Figure 1.1
The value-based framework according to Alois Riegl

   Riegl places age-value as a thoroughly modern 
and universal concept. He states that, “the 
fundamental aesthetic principles of our time 
may be formulated as follows: From the hand 
of man we expect complete works as symbols 
of necessary and lawful production: from 
nature working over time, on the other hand, 
we expect the dissolution of completeness as 
a symbol of an equally necessary and lawful 
decay.”
   The modern viewer of old monuments 
receives aesthetic satisfaction not from the 
stasis of preservation but from the continuous 
and unceasing cycle of change in nature. As a 
result, for age-value to maintained, any human 
interference should be avoided. In other words, 
it is in decay of the monument (mirroring its 
natural process) that value is found. Riegl states: 
“The cult of age-value condemns not only every 
violent destruction of monuments through 
the hand of man as a heinous interference 
with nature’s lawful activity… but in principle, 
it condemns every effort at conservation, 
every restoration, as nothing less than an 
unauthorized interference with the reign of 
natural law.” 
   Riegl emphasizes the universal appeal of age-
value. The second conclusion that can be drawn 
from Riegl is that by introducing the concept 
of age-value, he attempts to broaden the 
discourse of preservation (and its necessity) as 
a public good. By framing its ‘naturalness’ both 
in process and effect on people, Riegl joins a 
long line of thinkers that link ideas to the ideal 
of ‘nature’ to legitimize them. Margaret Olin 
takes an analogous interpretation. In her 1985 
essay, she compares “the cult of monuments” 
as the “state religion of late 19th century 
Austria”. More than once Riegl compares being 
“touched” by age-value with a religious feeling. 
Just like religion, age-value, contrary to the 
historic value, demands no previous knowledge 
and is accessible to everyone. Age-value appeals 
directly to the individual, a thoroughly modern 
idea, to the Stimmungsmench (trans. mood of 

the modern man). Age-value claims to address 
everyone, to be valid without exception, and 
it is because of this fact that preservation is 
important.

Historic
The second commemorative value is what is 
termed historic. Riegl defines the historic value 
of a monument to be based on “the very specific 
yet individual stage the monument represents 
in the development of human creation in a 
particular field.” As a result, the historic value 
increases the more the monument remains 
uncorrupted. It is essential to retains its capacity 
to become the subject of future art-historical 
research. As a result, historical value calls for a 
different treatment of monuments. Rather than 
allowing their decay, it seeks to stop it, holding 
the monument in stasis. Riegl states: “Thus the 
cult of historical value must aim for the best 

possible preservation of a monument in its 
present state.”
   Two conclusions should be noted. Already 
within the commemorative value definitions, 
Riegl sets up a competing framework that 
dictate not only why, but how to preserve. This 
framework will be further complicated by the 
introduction of present-day values. By linking 
historic value to the discourse of art-history 
and therefore the domain of his expertise, Riegl 
imagines the future role of preservation as a 
balancing act between the desire of the masses 
and the experts. Implicitly he imagines his 
role as General Conservator, and in the future 
the similar governmental agencies as through 
responsible for finding the balance. 
   In addition, both age-value (implicitly) and 
historic value (explicitly), are enemies of a 
revisionist view of preservation –restoring to 
fix errors of the past or decay. Both demand 
non-interference. In other words, prior 



10 11

disintegration by the forces of nature cannot be 
undone and should, therefore, not be removed 
even from the point of view of historic value. 
This forms the basis of Riegl’s fundamental 
critique of the old system of preservation, one 
that sought an idealization of the past. 

Present-Day Values
The commemorative values mentioned above 
(the primary concerns for preservation) are set 
in a contemporary context of what Riegl terms 
present-day values: use and newness. Riegl 
argues that monuments also have the capacity 
to fulfill these values but since age-value 
demands non-interference to the point of decay, 
ultimately it comes into conflict with present-
values. So how should monuments be treated 
in Riegl’s contemporary context? It depends 
on which values are the most prominent. Riegl 
does not believe that any of his values ever exist 
in purity, they always appear in conjunction 
and thereby in constant competition. I argue 
that historic-value (as advocated by the art-
historian) can be mediating factor between 
present and commemorative value of the 
monument.

Use 
Use-value refers to the ability of the monument 
to fulfill its function in good working order 
Riegl gives the example of St. Peter’s in Rome 
–the value of the building lies in its continued 
use as a place of worship and therefore 
demand the appropriate maintenance and 
care which may at first glance contradict its 
age-value. However, Riegl goes further. He 
argues that value derived from age comes from 
its continued social relevance and use. He 
states: “Age-value is based on the perception 
of the lively play of natural forces, an essential 
part of which would be irredeemably lost if a 
monument were not used by man.” 

Newness
Newness-value refers to the desire for the new 
and fresh and as a result is the most hostile 
enemy of age. For Reigl the conclusion is 
obvious, in a desire to remove all traces of 
age, through restoration of its form or color to 
appear as a newly created work, newness can 
only be maintained by means that are absolutely 
contradictory to age-value. 
   Riegl argues that newness-value is a 
counterpart to age-value in that it also appeals 
directly to the masses. They function on the 
same level. Precisely because of this conflict, 
age-value (as a natural consequence of people’s 
aesthetic desires) cannot be relied upon to 
protect monuments. He states: “We seem to 
face a hopeless conflict here: on the one hand is 
an appreciation of the old for its own sake; on 
the other hand, is an appreciation of the new 
for its own sake. The immediacy with which 
newness-value may after the masses far exceeds, 
at least today, the immediacy previously 
claimed for age-value.” Here, Riegl reinserts the 
art-historian (including his future role as Grand 
Conservator), as the researcher and advocate 
for historic significance of monuments back 
into the discourse as the protector. For Riegl, 
it is the state acting on the behalf of the public 
that can balance the immediate appeal of the 
new.
   But for Riegl, it is only a certain type of art-
historian that can break with the old regime. 
He states: “More than that, all of preservation of 
the nineteenth century was based on essentially 
on this traditional point of view, or, to be more 
precise, on an intimate fusion of newness 
value and historical value: any striking trace of 
natural decay was to be removed, any loss or 
fragment was to be repaired, the work was to 
be restored to a complete, unified whole.” Riegl 
states further: “It is therefore correct to say 
that monument preservation of the nineteenth 
century was based essentially on the postulates 
of stylistic originality (historical value) and 
stylistic unity (newness value).”

   While it becomes clear that the role of the 
modern art-historian (as researcher) is critical 
to modern preservation for the protection of 
age-value, he argues that in the old regime, 
preservation acted against the interests of age-
value and therefore the public. The modern 
preservationist would now need to act as 
researcher and public figure.
   On a more basic level, embedded in Riegl’s 
view on age-value’s appeal to the aesthetic of 
the masses, is an insistence that preservation 
is working directly for the public’s interest. 
In other words, Riegl associates age-value as 
an strong aesthetic interest of the masses (the 
public). This democratic interest of preservation 
is echoed in his contemporaries (but for 
different reasons) that will be briefly explored 
below.

Alois Riegl was not the only person to work 
towards a theory of preservation at the turn of 
the 19th Century. In the context of his time, 
fin-de-siècle Vienna, the discourse on the 
reasoning and methodology of preservation 
was undetermined and changing. By examining 
Riegl’s theory in relation to his contemporaries, 
this essay attempts to place his work within the 
social, artistic and political framework of his 
time. In other words, where does Riegl’s theory 
transcend or remain in its time? 
   I will examine the work of two contemporary 
theorists. First, nationalist activist Georg Dehio 
who explained that the need of preservation 
arises from a protection of national identity, 
rather than the result of competing value sets. 
Second, I will also examine the work of Max 
Dvořák, in particular his propaganda piece 
Katechismus der Denkmalpflege (1916), who 
inherited the role of General Conservator of the 
Austrian state after Riegl died in the early 20th 
Century.

Georg Dehio
Georg Dehio did not study art-history, but 
rather became committed to the field after his 

involvement in the debate for the restoration 
rather than the reconstruction of Heidelberg 
Castle at the turn of the 19th Century. At 
the University of Strasbourg in 1905 he 
gave a speech entitled Denkmalschutz und 
Denkmalpflege im 19. Jahrhundert, (Monument 
Protection and Care in the 19th Century) which 
later became known as the Kaiserrede (Speech 
to the King). This speech forms the foundation 
of his thoughts on preservation and the origin 
of Denkmalgedanke (monumental thought).
    While Riegl presents a complicated yet 
comprehensive set of linked and competing 
values to differentiate between the old and new 
regimes, Dehio is straightforward in calling 
for a new modern idea of preservation that 
rejects restoration (like Riegl). He states: “The 
thought of monument protection is really not 
older than the 19th century and clearly carries 
its spiritual imprint… [it] is the daughter of 
historicism having trouble to reject the dowry 
of romantic illusions. Its illegitimate daughter is 
the restoration.” 
   Where Dehio and Riegl diverge is in their 
reasons to protect. While Riegl argues that 
monument protection is important for the 
historical record of art, it also arises as an 
implicit aesthetic desire of the modern masses 
(in age-value). In contrast, Dehio views 
monuments as nationalist objects and therefore 
politically important to preserve. He states: 
“We do not conserve a monument because 
it is beautiful, but because it is a piece of our 
national being, when protecting monuments, 
we do not look for pleasure but for piety.” For 
Dehio, monuments should be preserved for two 
reasons: patriotism and reverence.
   As a result, Dehio’s approach is more 
active. First, goodwill towards monuments 
(Denkmal-freundschaft) should be promoted 
via propaganda (word, writing, and pictures). 
Second, monuments should be actively 
preserved, not allowed to decay. Riegl relies (or 
simply trusts), that the age-value, as the will 
of the people, will increase with the progress 
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of history and result in preservation. Dehio is 
unequivocal that monuments require active 
protection for political ends. 
   This point of difference is a critical distinction 
in Riegl’s theory. He wrote an answer to Dehio’s 
Kaiserrede in his essay Neue Stromungen 
in der Denkmalpflege (New tendencies in 
historic preservation) which appeared after the 
publication of Dehio’s speech in 1905 (the year 
of this death). In his essay he disputes that the 
feelings towards monuments has its roots in 
nationalism, but rather that they they are part of 
a shared feeling as a species whole.
   The implication is radical. In other words, 
monuments and therefore their preservation, 
belong to the humanity. If the desire to preserve 
cuts across national boundaries, belonging 
to the masses, the monuments themselves 
belong to everyone as testaments to human 
achievement. 

Max Dvořák
Dvořák was the immediate successor of Riegl 
as General Conservator after his death in 
1905. His Katechismus der Denkmalpflege 
(Catechism of Conservation) was published in 
1916. In general, Dvořák’s work is mentioned 
here, not because of its theoretical depth but 
because of its broad (and practical) impact on 
the development of preservation of monuments 
in Austria. Arguably by taking theory and 
axioms of others and adapting them for a broad 
audience, Dvořák had a much greater impact on 
the field of preservation than his predecessors. 
   The book is split into two sections. The first 
part is concerned with the dangers affecting 
monuments, largely a propaganda piece of 
what and what not to do. In fact, the use of 
propaganda was critical to work of the Central 
Commission. A briefing in 1913 states: “The 
protector sees a main instruction of education 
for the population in a cunning instruction 
[…] articles written in a simple language with 
fitting illustrations and examples of right and 
wrong practice are called for. Within intense 

propaganda for the masses the goals of the 
Central Commission cannot be fulfilled.” The 
second part is entitled Der Wert des alten 
Kunstbesitzes (The value of the old treasures of 
art) and is an extension of the ideas and value-
framework of Riegl. Dvořák does go further 
to emphasize the integration of monuments 
in their surroundings and environment. A 
monument is not only a building or object; it is 
the complete context in which it is placed.
   Most important to note here is Dvořák’s 
formalization of the universality of monuments 
that builds off of universality of Riegl’s age-
value argument. He states: “Herein lies the 
most valuable part of today’s pleasure with 
monuments, that it is neither restricted to 
a particular group of monuments nor to a 
particular group of people. A simple village 
chapel, an ivy-filled ruin, an old country-town 
can fill us with as much pleasure as a massive 
cathedral, a princely palace or an exquisite 
museum. And this pleasure is available to 
everyone, who is able enjoy spiritual pleasure.”

Three main conclusions can be drawn from the 
work of Alois Riegl and the emergence of the 
field of preservation in the late 19th Century.
   First, Riegl is the first to recognize the idea 
of age-value (or the appreciation of old for its 
own sake) as the primary driver of the change 
in the discourse on preservation from the old 
regime (based on stylistic restoration) to the 
new modern regime. By introducing the idea 
of age-value as a universal one that is rooted 
in the masses, he attempts to broaden the 
need for preservation of monuments not as a 
relative stylistic desire of the nineteenth century 
intellectual, but as a natural consequence –
its necessity as a public good, shared by all. 
Further, the argument for how monuments 
should be treated (maintaining the cycle of 
growth and decay) mirrors and emphasizes its 
‘naturalness’. Like Riegl, Dvořák connected the 
feeling that monuments produce as analogous 
to the feeling produced by nature. Others, 

including Margaret Olin have argued that the 
feeling induced by monuments was akin to the 
religious. Riegl’s frequent reference to the word 
‘cult’ seems even more adept. 
   What about the role of art-history and the 
Grand Conservator? Arguably, Riegl approaches 
monument protection through the lens of art 
history. His previous work took an extensive 
panorama of the history of art from antiquity 
to modern times, as the professor of the history 
of art at the University of Vienna. But after 
twenty years of intensive scientific research in 
art history, his last years were dedicated with 
the protection of historical monuments -a civil 
servant serving the public good. Nevertheless, 
it is precisely because of Riegl’s previous work 
in art history that he rejects the old regime 
of stylistic restoration and historical revision. 
Objects and by extension buildings should not 
manipulated, but rather studied. He sees the 
modern idea of preservation breaking with the 
past, but as part of its lineage of thinking (in 
contrast to Dehio, whom preservation is merely 
a 19th Century phenomenon). While Riegl 
foresees the eventual triumph of age-value, he 
does not discount the need for art-historical 
research and intervention—the state working 
on behalf of the people—for preservation to 
overcome the desire for newness. 
   Lastly, Riegl foresees that monument 
protection will be become an endeavor that 
crosses national boundaries for the preservation 
of ‘human’ heritage. It does not belong to one, 
or to one group, but to all. This universality 
of monument protection has manifested itself 
in the 20th Century either by the work of 
UNESCO or the Venice Charter. But what 
remains today of this theory is the values he 
defined. By framing protection as a competitive 
mechanism, in a context of capitalism, free 
markets, and globalization it can still be 
relevant.
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This project was completed as 
part of the foundational course 
in architecture. Its subject is 
the subway in New York City.
The study of a contested territory at the 
intersection of Avenue A and 14th street. A 
cartographic mapping shows past, present and 
future geological changes. In the changing of 
the quality of its territory the city found land 
to build. A past site connected to the shoreline 
that was filled in. Cities that operate as agents 
of their own geology. 
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But the territory is subject to future changes, 
flooding and rising sea levels. A reversal of a 
previous operation. Future lost land becomes a 
refound territory.
   The intervention asks the questions. How to 
intervene in a contested, changing territory? 
Can the intervention mediate the relationship 
between past, present and future, lost and 
found land? The first approach is to reconnect 
the shoreline to the site through the use of 
a cut. A territorial incision into the ground 
reconnecting the historic 1609 shoreline to the 
current site -Avenue A and 14th Street. The 
incision restores the past territorial identity. 
The intervention seeks to find the water. The 
registration of the water, previously found at 
ground is now beneath the ground.
   The program. A lost and found. Like the 
subway, to which it is connected, the building 
is an inhabited infrastructure that mediates the 
user’s relationship with the territory. It is system 
of storage and retrieval —of objects. The seeker 
descends into intervention seeking a door that 
leads to their lost item. The descent is slow.  
Water is inserted as an active participant.  The 
water is allowed to enter the space. As the level 
changes new spaces are found and others are 
lost. Spaces that cannot be used, become useful. 
Spaces that are used become useless. 
   The act of finding and retrieval of objects 
affords opportunity for awareness of past 
and future, lost and found territorial change 
through the registration of the water level.  
Finding their door the seeker enter a service 
space that leads directly to their object. A space 
that reveals the infrastructure. Vertical pipes 
and catwalks. The seekers encounters a system 
of water. Their exit is quick. 
   The intervention is also a system of storage 
and retrieval of water. Water stored within the 
system is brought to the surface. It is used to 
water the existing plants. It is used to recover 

ritual. The building itself acts as a measurement 
tool for the water level. A measure of territorial 
change from the past and into the future. It 
asks, how does architecture itself respond to 
climate? How do we allow or resist change.
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This project imagines 
a new ground in 
housing to produce 
an architecture of 
resistance.
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overlapping of uses on a single space results 
in the overall reduction of space given to the 
house. The lack of specificity can result in 
spaces that while simply adequate for every 
task, are not proficient at any. Lastly, with 
an infinite reconfiguration with absolute 
freedom, users are not able to manage the 
space on their own in an optimal way. 
Instead a housing of generosity is proposed.

Slow rather than fast.
   We favor processes that are slow and resists 
those that are fast. Building a community is 
a multi-generational process. Therefore, the 
capacity of housing to build community is 
directly related to its ability to last —to gain, 
lose and regain meaning—  and by the way 
it is meant to be occupied. Housing that is 
cheap and supports shorter and shorter rent 
horizons disrupts communities.
Instead a housing of permanence is proposed.

Clear distinction between public and private.
   We favor spaces that are private as private 
(refuge) and public as public (community). 
The project proposes that community occurs 
in the public sphere not the private. Modes 
of co-sharing, co-living that blur the lines of 

We imagine housing from the 
following principles.
Housing not as commodity.
   We reject modes of housing that are 
susceptible to consumption, obsolescence and 
replacement. Instead housing should embody 
an attitude of staying. Housing (as the basic 
unit of the city) is viewed as a public good. It 
is investment rather than speculation -a place 
to return to not to leave from.  
Instead a housing of dignity is proposed.

Stability rather than flexibility. 
   We argue for stability rather than flexibility 
—in the selection of type, program, form 
and material. While flexibility recognizes the 
failure of modernist architecture to address 
the capitalist city, its commitment to change, 
subdivision, modification etc. paradoxically 
it assumes capitalism’s unevenness and let-it-
be policies as natural processes and therefore 
acceptable evolutions of the city. In other 
words, housing as a public good becomes 
marketable, easily consumed, repackaged, 
and commodified. At the unit level, flexible 
plans can lack catalysts or condensers. The 
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private and public may encourage sharing, but 
may also lead to rationing, less generosity, less 
personal space, and the transformation of the 
public sphere (goods that should be enjoyed 
by all) into private building amenities. A clear 
delineation or limit resists the privatization of 
what should be public.
Instead a housing of limits is proposed.

A respect for beauty.
   We look for beauty both in the existing 
territory and in its architecture. A beauty 
that is defined by taking care rather than any 
set of aesthetic values. The existing is not 
only referenced but preferred. The project 
favors local building material and slow 
techniques. The careful balance between the 
interior and the exterior relate to the concept 
of beauty. Interiors that are clearly defined, 
beautiful spaces controlled for light and air. 
Exteriors that communicate domesticity and 
community. 
Instead a housing of quality is proposed. 
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An architecture of resistance
At a time when the question of housing has 
become dominated by socioeconomic or 
political discourses —fields that themselves 
are fluid and liquid and susceptible to 
capitalistic appropriation —this project 
argues for an architecture of resistance. An 
architecture that operates at its most basic 
level —the ability to provide a frame for living 
and enjoying —dreaming and remembering.    

New York City has a history of typological 
experiment where each housing type is a 
reaction to a former —from 19th century 
tenement in fill, through 20th century towers 
in the park, to contemporary low-rise and 
mixed-use developments. 
   Each version of type questions the limit 
of the street and delineation between the 
public and private. Existing tenement housing 
built to the edge maximizes lot coverage, 
towers pull away from the street to create 
an open space, and contemporary low-
rise developments favor the translation of 
the public (or shared goods) into private 
amenities.
   The negotiation of the street in housing is 

complicated by a capitalistic framework where 
forces of privatization constantly attempt to 
undermine the public sphere. Both conditions 
of building to or away from the street are 
susceptible to forces of privatization. One type 
defines the street edge but transforms shared 
public space into private amenities within 
the building. Another type leaves the open 
public space loosely defined so that processes 
of enclosure implicitly start to impose with 
fences and barriers. The visible uselessness of 
the spaces make them susceptible to private 
development and calls for infill. The idea of 
‘the public’ becomes one of ownership or 
collective responsibility.
   The question arises about how to intervene 
from a position of resistance. The project 
aims to ask: What are existing qualities of 
resistance? If housing is a seen as a public 
good and a basic building block of the city, 
can a radical approach in typology, form, 
material, or program be proposed that can 
hedge against replacement, commodification 
and protect the public sphere?

Redrawing the City 
   Housing and public space are primary 
elements that must generate the structure 
of the new city —a city that shelters public 
life for people in a peaceful and harmonious 
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coexistence.
   The project seeks to work outside the mode 
of current urbanization. This intension is the  
first step of a strategy to recover and reinvent. 
Consequently, the project does not argue for 
an autonomy of design, one that confirms the 
existing mode of production in city-making 
but for the possibility of an alternative idea —
in essence an autonomy of project. 
   The Claremont Village area of the Bronx 
serves as the greater site of this project’s 
experimentation in housing. The starting 
point is at the scale of a block, currently a 
low-rise perimeter housing type, but seeks 
to extend past these fixed boundaries. Using 
drawing as a methodological tool, the project 
reveals the existing in the city as a hierarchy 
between public and private rather than built 
and void, in the manner of Pianta Grande 
di Roma, showing new opportunities and 
deficiencies. The intension is to draw and 
therefore imagine the public sphere with a 
greater intensity and specificity -to imagine a 
new ground. 
   A simple mapping identifies New York City’s 
wealth of undefined publicily-owned spaces. 
It leads to questions of how best to address the 
question of density (its necessity or lack there-
of), the balance between what is public and 
what is private, and most importantly what 

start with the public
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architectural elements are present, can be 
removed or added to maintain this balance.

Block 2912
At the scale of the individual block, the 
project approaches the site from its existing 
condition and looks for qualities of resistance. 
Block 2912 consists of a low-rise perimeter 
housing with off-street parking and a void in 
the center. Historical records show that the 
center has resisted development. Although 
Block 2912 was increasingly subdivided by 
infill housing, its center remained intact. In 
the current configuration, this void is not 
accessible to the public.
   In interviews with residence of the block, the 
void carries special significance. Locals name 
the space, a ‘park’ rather than ‘courtyard’. 
This is in contrast to the open undefined 
space surrounding the public housing towers 
adjacent. 
   Block 2912 presents an intermediary 
approach to the public space.  A void where 
the public space is defined by the frame of 
housing but is unaccessible by the general 
population. For current residence, this frame 
defines the existing common space inside. The 
idea of community is embedded within the 
structure of the void. Its publicness is present 
but latent due to the current lack of access. 

add an open frame of housing
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In essence we seek to project the quality its 
publicness to the rest of the neighborhood, 
beyond a single block.

Housing as a frame is proposed. 
The project aims to approach housing as a 
framing device. Like most contemporary 
housing developments, the given program 
is mixed. Two-thirds housing (16000m2) 
and one-third public (8000m2). Instead of 
‘housing’ as the driving element, we view it 
as a frame for the public program. A frame 
we can extend to define the existing public 
housing buildings south of Block 2912. The 
use of the frame can define their open spaces 
which are already publicly-owned land.
   We argue community takes place in the 
public commons. Therefore we propose 
public programs that have a capacity to last, 
endure, slow and give stability required 
to build community. New buildings, as 
well as transforming the existing public 
buildings, to build upon their existing 
quality. At the ground level, new public 
programs, kindergarten, government services, 
laundromat, youth centre, day-care, church, 
farm, playground, market, pool and sports 
facilities. At higher floors, community 
workshops, vocation centre, senior living, 
office and adult education services. The 

define a leisure and productive green
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intersection between the existing housing 
towers, the highest density portions of the 
proposal, and the frame redefine the limit of 
the tower to the edge of the street.

Approach
The idea of the frame is extended to its use as 
a formal device deployed at the urban scale 
and at the scale of the unit. In essence a thick 
wall.
   Housing is imagined as walls rather than 
rooms. The thick wall of the urban frame 
protects serves and defines the public 
commons. The thick wall redefines the 
entrances and exits of the existing housing 
towers. At the scale of the individual house, 
thick walls serve and frame the living and 
sleeping space (whether it is open or closed). 
These walls contain all standard services: 
storage, a bathroom, stair, kitchen, alcove. 
Each wall acts as a pochè space and supports 
the needs of the inhabitants. They are 
orientated perpendicular to the larger frame 
of the urban plan.
   Deploying the frame to the neighborhood, 
the question of porosity, gate, filter, access, 
open/closed becomes key drivers how to 
negotiate between the street and the space 
of resistance inside. At the urban scale, we 
reduce the frame to a minimum dimension 

primary paths
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8.5 meters. At the scale of unit we reduce the 
frame to a minimum dimension of 1 or 2 
meters.
   Each side of the urban frame responds 
to a different condition. One side where 
production and living is combined facing 
a busier street, where the ground level can 
be occupied with workshop, cafe, garage, or 
other services which residence determine 
the local demand themselves. One side only 
with living units. Another interacting directly 
with the existing buildings and program. 
Another open. The idea of sidedness of a wall 
is reinforced at the unit scale. When is a wall 
shared? When is it porous? When does it open 
and close? Rather than being a sequence of 
rigidly separated spaces, housing becomes 
a sequence of spaces where being alone or 
together can be negotiated constantly by the 
inhabitants.

Ownership Model
    New York City has a history of innovative 
ownership models that can resist 
commodification. New housing is organized 
according to principles typical of the union 
or cooperative. We imagine that inhabitants 
would take part in a collective ownership 
structure. This housing would be withdrawn 
from the commercial real estate market —
the union prevents commercial takeover secondary paths and openings to streets
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sports recreation

by ensuring that the housing remains a 
communal property, and that rents remain 
stable in the event that the original tenants 
move out.
   We recognize the instability of housing 
typology within a capitalistic framework. 
For the context, we choose to start with 
quality of the existing condition —the block 
commons— and give it back to the public to 
form a space of resistance. We seek to extend 
this quality of resistance and see it as a driver 
for change. 
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 a new ground
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programs in the new ground

1. kindergarten
2. playground
3. forest
4. bike storage
5. market community hall
6. sport field
7. running track
8. community farm
9. neighborhood museum
10. vocational centre
11. library
12. terrace
13. shared laundry
14. clinic
15. community farm
16. cafe
17. citibike
18. restaurant
19. church
20. adult education
21. outdoor theatre
22. covered terrace
23. playground
24. basketball court
25. change rooms
26. promenade
27. carshare office
28. offices

1.

2.

3.

5.

6.

8.
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10.

11.

12.

13.

14.

15.

16.

17.

28.

4.

7.

9.

27.
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18.

19.

20.

21.

22.
25.

24.

26.

The project proposes a 
solution that can be applied 
to existing public housing 
stock throughout the 
city. It is through treating 
architecture at its most basic 
level, identifying what it 
can actually do that we can 
bring, recognition, and care 
so that existing housing 
projects can we rehabilitated 
for contemporary life.



62 63

1. kindergarten
2. urban farm
3. meandering path

1.

2.

3.
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4. community market
5. youth centre
6. running track
7. workshop
8. pass-through

4.

5.

6.

7.

8.
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9. museum
10. senior centre
11. bike storage

9. 

10. 

11. 
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12. library
13. supermarket
14. bench
15. urban farm
16. senior centre

12.

13.

14.

15.

16.
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17. office
18. shared laundry
19. mailroom
20. terrace
21. recycling point
22. garden

17.

18.

19.

20.

21.

22.
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22. bicycle storage
23. church
24. community hall
25. urban farm

22.

23.

24.

25.
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26. indoor theatre
27. carshare office
28. workshop
29. restaurant
30. outdoor theatre

26.

27.

28.

29.

30.
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31. playground
32. cafe
33. promenade

31.

32.

33.
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34. adult education centre
35. fitness hall
36. change-rooms
37. basketball courts

34.

35.

36.

37.
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residential elevation 1:100

loft

loft

loft

1 bedroom 1 bedroom

1 bedroom 1 bedroom

community museum

1 bedroom

1 bedroom

1 bedroom

1 bedroom

2 bedroom

2 bedroom

first floor +3.0m

loft

studio

loft

2 bedroom

2 bedroom

loft loft

studio studio

1 bedroom 1 bedroom

studio studio

studio

studio

loft loft

loft loft

loft loft

loft loft

loft loft

loft

loft

residential side
154 unit units

36 studio apartments
37 square meters each
77 1-bedroom apartments
57 square meters each
41 2-bedroom apartments
77 square meters each

production side
68 live/work units total

30 small working spaces
20 square meters each
32 large working spaces
40 square meters each
32 studio apartments at 
37 square meters each
20 1-bedroom apartments 57 
square meters each
16 2-bedroom apartments
77 square meters each
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residential elevation 1:100

loft

loft

loft

1 bedroom 1 bedroom

1 bedroom 1 bedroom

community museum

1 bedroom 1 bedroom

1 bedroom 1 bedroom

entrance
to existing
tower

2 bedroom

2 bedroom with
patio

studio

loft

roof terrace

community
loggia

1 bedroom

1 bedroom

2 bedroom 2 bedroom

2 bedroom

first floor +3.0m

loft loft

pass through

studio

loft

2 bedroom

2 bedroom

loft loft

studio studio

1 bedroom 1 bedroom

studio studio

studio studio

studio

loft loft

loft

loft loft

loft loft

loft loft

loft loft

loft loft
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1. balcony
2. covered porch
3. drafting table
4. living room
5. built-in storage
6. built-in kitchen
7. full bathroom
8. half bathroom
9. closet
10. terrace
11. garden
12. exterior stair

second floor studio 400 square feet
one bedroom loft 615 square feet
ground floor two-bedroom 820 square feet

second level +3.0 m

ground level +0 m

section through one bedroom
 loft

4.

6.

10.

1. green roof
2. insulation
3. lvl structure
4. unitized window system
5. insulated infill panel
6. radiant heat system
7. balcony supports
8. overhang
9. brick screen
10. ceramic tile
11. slab on grade

facade section
for 3-level units

1:20

facade section
perspective

1:401:50

second floor studio 400 square feet
one bedroom loft 615 square feet
ground floor two-bedroom 820 square feet

11.

10.

1. balcony
2. covered porch
3. drafting table
4. living room
5. built-in storage
6. built-in kitchen
7. full bathroom
8. half bathroom
9. closet
10. terrace
11. garden
12. exterior stair

6.

4.

2.

section through one bedroom
 loft

ground level +0 m

second level +3.0 m

residential street facingresidential street facing

second level +3.0 m

ground level +0 m

section through one bedroom
 loft

2.

4.

6.

1. balcony
2. covered porch
3. drafting table
4. living room
5. built-in storage
6. built-in kitchen
7. full bathroom
8. half bathroom
9. closet
10. terrace
11. garden
12. exterior stair

10.

11.

second floor studio 400 square feet
one bedroom loft 615 square feet
ground floor two-bedroom 820 square feet

1:50 1:40facade section
perspective

facade section
for 3-level units

1:20

1. green roof
2. insulation
3. lvl structure
4. unitized window system
5. insulated infill panel
6. radiant heat system
7. balcony supports
8. overhang
9. brick screen
10. ceramic tile
11. slab on grade

4.

10.

6.

11.

3.

1.

2.3.

4.

3.3.

4.

3. 2.

1.

3.

5.5.5. 5.

7.7.7. 7.

1.

2.

8.

9.9.

8.8.

9. 9.

8.

12.12.12. 12.

6.

7.8.

9.

10.

11.

5.5.

11.

10.

9.

8. 7.

6.

unit plans

second floor studio 
37 square meters
one bedroom loft
53 square meters
ground floor two-bedroom 77 
square meters

1. balcony
2. covered porch
3. drafting table
4. living room
5. built-in storage
6. built-in kitchen
7. full bathroom
8. half bathroom
9. closet
10. terrace
11. garden
12. exterior stair
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This project was completed as 
part of the foundational course 
in architecture. Its subject is a 
pier in New York City.
A study of the quality of the East River Park. 
The park gives back the horizon to the vertical 
city. Historically, the park is a site of piers, a 
connection to its industrial roots. Now, it is 
place filled in — removed from the grid.

Roosevelt Island

Mill Rock Island

Randall’s Park Island

North Brother’s Island Riker’s Island

City Island

High Island

Hart Island
40.8536° N, 73.7706° W

1:10000

East River Park
40.7192° N, 73.9739° W

1:5000

2 hours b
y boat

20 minutes by foot
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Disconnected by the FDR highway, East 
River Park linked only in three places to a . 
The question to connect or disconnect? It is 
precisely because of its disconnection that 
the park provides a place that breaks the grid, 
offers a moment of pause, an approach to 
nature, sport and recreation. It is a unique place 
to engage with the horizon and escape. The 
following questions are asked: Can the idea of 
a pier be re-engaged that honours this existing 
quality of park? What is required to maintain a 
sense of disconnection? What program requires 
one to let go? 
   An investigation of the idea of disconnection 
both in form and program. A sense of 
disconnection requires maintaining and not 
breaking the horizon. A formal language is 
found that lengthens the horizontal perspective 
in one direction but also foreshortens it in 
the return direction, both from the shoreline 
and the approach. Can the building itself can 
prepare you to engage the horizon in one 
direction and prepare you for the city in the 
other? 
   A study of program for a building. A forgotten 
place is found. Hart Island, a burial island, 
in the upper East River. A place of rest for 
New Yorkers forgotten and unidentified. It is 
only approached by a 2 hour boat ride, a slow 
reengagement with the horizon.  A sacred place 
that does not allow the public to visit or one to 
say good-bye. A year ago the island was closed. 
The intervention combines these two ideas in its 
program -a crematorium.
   The initial approach takes the idea of hart 
island, its long approach to a destination, but 
gives spaces and program for one to be able 
to say good-bye. The buiding is reached by 
a path that is a de-lamination of the existing 
promenade, giving views to the water. The 
entrance, an extension of its path. The 
crematorium sanctuaries engage directly with 
the horizontal of the water. The spaces are 
connected in a private way on the lower level 
of the building.The end of the procession is the 

extension pier. Its long ramp engaging openly 
with the water without rail, but its distance 
offering you the privacy to say goodbye. 
Travelling back, the visitor re-enter the building 
and the city, the perspectival form working in 
reserve.
  The intervention also confronts the publicness 
of the program. It proposes that sacred places 
are public spaces. It weaves the programs 
together. Visitors use the same approach. While 
one is orientated to the water, the other to the 
city. Spaces that need to private are private. 
Spaces that can be shared are shared. The pier 
as an extension of the promenade functions as 
public spaces offering views back to the city and 
entrances to the water. The end of the pier has a 
cafe, terrace and access to the roof. Confronting 
the concept of public/private in sacred spaces, 
one can introduce architecture as a mediator in 
this relationship. 
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Crematorium
1:150

A. technical
B.  dock
C. large santuary
D. small santuary
E. private chapel
F. pier extension

A.
B.

C.

D.

E.

F.

Crematorium
1:150

A. entrance
B. promenade
C. large santuary
D. small santuary
E. public viewing
F. cafe
G. public pier
H. roof access

A.

B.

C.

D.

E.F.

G.

H.

public view to the horizonview to the city

private entrance for boats

entrance to crematorium

private view to the horizon

stair entrance to water

stair entrance to water
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Modern architecture is often framed as having a mythological start date in 
early 1920s with a group of avant-garde architects, and understood in terms of 
functionalism, the introduction of new materials (glass, reinforced concrete, 
steel), new construction technology and the machine aesthetic. In addition, 
modernism is seen as a reaction to the 19th century historicism that by 
employing a practical and economical design aesthetic with mass-production 
was able to break with the past. In other words, modern architecture had both a 
social and formal agenda.
   This essay hypothesizes a link between modern architecture (both its formal 
and social agenda) and the dominant medical concern of the time –tuberculosis. 
For example, a map of the spread of tuberculosis mirrors a map of the 
distribution of the modern architecture. Both modernism and tuberculosis were 
mainly urban phenomenon. In addition, using health as a driver for their work 
(and an architecture as “good for you”), aided modernists to project their work 
globally. Modern architecture, sold as a liberating force free of sickness, can be 
seen as another expression of control and ultimately state power.
   The essay frames its argument through built examples of architecture 
(primarily sanatoriums but other examples as well) that clearly provide the link 
between the rise of modernism and tuberculosis –its formal implications and 
its socially transformative drive. These examples include sanatoriums by Alvaro 
Aalto (Paimio Sanatorium, 1929-1933) and Jan Duiker (Zonnestraal Sanatorium 
1925). The essay also exposes the direct use of medical language to describe 
modernism employed in theoretical texts (most notably by Le Corbusier in Villa 
Radieuse 1935) and will use the text of Michel Foucault (Security, Territory, 
Population: Lectures at the Collège de France) to build the argument that 
architecture with its roots in health can be seen as an expression of bio-power. 

In late nineteenth century Europe, the understanding and treatment 
of tuberculosis was undergoing change. While cases of tuberculosis, or 
consumption, has been recorded since the time of antiquity, it was German 
microbiologist Robert Koch in 1882 who discovered the cause of the disease, a 
bacterium he named the tubercle bacillus. When he presented his findings on 
March 24 of that year he stated: 

“If the importance of a disease for mankind is measured by the 
number of fatalities it causes, then tuberculosis must be considered 
much more important than those most feared infectious diseases, 
plague, cholera and the like. One in seven of all human beings dies 
from tuberculosis. If one only considers the productive middle-age 
groups, tuberculosis carries away one-third, and often more.” (Ryan 
32)

With this discovery, it was shown that the disease was contagious. By the late 
nineteenth century tuberculosis patients were being sent to sanatoriums for 
treatment and by the early twentieth century the sanatorium movement was 
well underway.
   Nevertheless, while Koch discovered the pathological cause of the disease, 
an effective pharmalogical treatment was still unknown. The standard medical 

Tuberculosis and Modernism
Architecture from the Building to the 
Body.

This essay examines the link between changes 
in the treatment of tuberculosis and the rise 
of modern architecture in the early Twentieth 
Century. Tuberculosis treatment was, in 
essence, spatial rather than pharmacological. 
The principles of modern architecture –an 
emphasis on sunlight, fresh air, buildings 
raised off of the ground, roof terraces- 
paralleled the spatial research and treatment 
of the disease exemplified in its purpose-built 
facilities—the sanatoriums. Modernity itself 
can be seen as driven by the illness. 
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argument for its cause was still poor environmental conditions: “unfavorable 
climate, sedentary indoor life, defective ventilation and deficiency of light”. 
(Flint and Welch 354). Treatment emphasized the rehabilitative effects of 
a good environment: exposure to light, dry air, rest and diet. Susan Sontag 
writes: “The TB patient was thought to be helped, even cured, by a change in 
environment. There was a notion that TB was a wet disease, a disease of human 
and dank cities. The inside of the body became damp (‘moisture in the lungs’ 
was a favored locution) and had to be dried out.” (53). The disease was seen as 
a direct result of the environment of the city –a breeding ground for disease. 
Its treatment linked to establishing a new environment –the sanatorium. It 
was only until the 1940s with Waksman’s discovery of streptomycin that it was 
discovered that change of environment had little or no effect on the disease, 
yet in the meantime, architecture could step in to fill the gap of knowledge and 
science.
   Hence, the sanatorium typology itself would become equally as representative 
of the shifting views on disease, contagion and treatment as it was on the 
changing attitudes towards the social capacity of modern architecture. Modern 
architects offered health by provided exactly such the change in environment 
-first at the sanatorium and then to the city. Their vision for a more ‘hygienic’ 
future extending to all typologies (housing, schools, commercial etc.) and at 
multiple scales –from furniture to city planning.
   Margaret Campbell in her article, “What Tuberculosis did for Modernism”, 
identifies and dissects parallels between formal elements such as the roof 
garden, pilotis, terrace, glass, and specific items of furniture that defined both 
‘modernist’ architecture and the treatment of tuberculosis. She argues that, 
while modernism is often read as a cultural reaction to nineteenth-century 
historicism –an architecture that is a liberated expression of equality that 
embraces mass-production- the formal implications are rooted in beliefs 
about the treatment of tuberculosis. (Campbell 472) Therefore, both social and 
formal agendas of modernism converged and was exemplified in the design of 
these buildings and like the disease itself, spread. In other words, sanatoriums 
provided a formal and social frame that would support the expansion of 
modernist thinking. 

Formal elements of the modern sanitorium 
The necessity of light and white walls
By the late nineteenth century, a treatment of heliothérapie as advocated by 
specialists like Auguste Rollier, was extended to tuberculosis. Found to be 
effective for vitamin-deficiency diseases such as rickets, it was believed that 
tuberculosis bacilli could be destroyed with exposure to direct sunlight.
   It also was discovered that the tuberculosis pathogen could survive in 
household dust. The emphasis on exposure to sunlight and the proliferation of 
white walls to reveal dust soon became a primary design feature of sanatoriums. 
Rollier himself set up a tuberculosis clinic in Leysin, Switzerland for sunlight 
therapy. (Bryder 188)  

   One modernist sanatorium that exemplified relationship between sunlight/
hygiene and the sanatorium was Jan Duiker’s Zonnestraal –translated from the 
Dutch as ‘sunbeam’- near Hilversum outside Amsterdam. The sanatorium was a 
manifesto for the medical properties of architecture. The principles of light and 
air permeated the formal arrangement of spaces -every patient having access 
to a private sunbathing balcony unobstructed by any other patient’s room. 
The building was made of reinforced concrete painted white and maximized 
transparent materials such as glass-block. It made use of a cooling system (given 
its transparent facades) creating a new artificial environment inside. Deeper 
interiors were painted in light blue or white to expose dirt.
   In her paper, “X-Ray Architecture”, Beatriz Colomina describes Zonnestraal 
as a literal a health machine. She states: “Zonnestraal was a factory for the 
manufacturing of healthy bodies. Its slogan: “Laat licht, lucht, en zon” (Allow 
light, air, and sun).”(80) She further argues that terrace of the sanatorium rather 
than being a social space, was a medical device for heliothérapie. (ibid) 
   Unique about Zonnestraal was its audience. Built for the General Diamond 
Worker’s Union, it was not a sanatorium for the elite, but rather for the working-
class. Jan Duiker was also a member of the Dutch modernist movement of 
De Stijil, whose principals centered on the social transformative capacity of 
modernism specifically creating quality housing for workers. It is not a leap 
to see the principles of the Zonnestraal Sanatorium applied to that of modern 
worker housing.
   Le Corbusier himself extolled the merits of sun for health. For example, in his 
manifesto about the Unite d’Habitation he wrote: “Doling out cosmic energy, 
the sun’s effects are both physical and moral, and they have been too much 
neglected in recent times. The results of that neglect can be seen in the cemetery 
and sanatorium.” (21) Modernism extolled the exposure to light was as not only 
a healing but social force.

Flat roofs, pilotis, terraces and balconies
The flat roof has a long history in vernacular architecture, but in modern 
architecture its rationale was again framed through its ability to provide health 
through the sanatorium. Drawing on research by Eduard Neumann, Campbell 
argues there is direct association between Le Corbusier, the development of 
the Davos flat roof (the epicenter of the sanatorium movement in Switzerland) 
and tuberculosis. (Campbell 478) Originally intended to provide shelter from 
falling ice in Davos, the flat roof became a medical device to provide row upon 
row of terraces as therapeutic spaces. For example, the Schatzalp Sanatorium 
designed by Pfleghard and Haefeli was constructed of steel and concrete in 1900 
(the most advanced modern materials for construction at the time). (Colomina 
83) The long slab of a building supported a flat 330 foot facade of terraces, for 
sunbathing and exposure to fresh air. 
   For Le Corbusier, who was familiar with the roofs of Davos, the element 
became a health device to access an elevated garden. For example, in his design 
for the Villa Savoye in 1929, an experimental house based on his ‘five points’, 



108 109

the use of the roof reached a theoretical climax, its form combining a terrace for 
access to fresh air, a place to exercise removed from the ground, and a solarium 
for sunbathing. In essence, at the Villa Savoye, the roof generated a new ground, 
a hygienic environment designed by the architect. Pilotis lifted the building–for 
at least if you cannot escape the environment of the city, you can detach yourself 
from it. At the Villa Savoye, Le Corbusier was explicit in making an architecture 
that was good for you and in a time of disease a necessary condition.
   Another sanatorium that would become emblematic of the modern movement 
was Alvaro Aalto’s Paimio (1932). Gaining independence from Russia in 1917, 
projects such as the sanatorium represented not only the building blocks of 
an aspiring welfare state but was a means of consolidating a nascent national 
identity. (Woodman 109) Woodman states that: “By the early 1930s, Finland had 
established 3700 patient places for victims of lung tuberculosis.”(ibid)  For Aalto, 
the design of the Paimio Sanatorium signaled a dramatic change from his earlier 
projects with neo-classical roots (for example the Workers’ Club (1924) and the 
Defense Corps Building (1926-29)). Several elements at Paimio became nascent 
formal expressions of modernism carried forward in his other projects.
   The Paimio Sanatorium lies two hours north of Helsinki in a wooden area 
perched on-top of a hill. Colomina writes that: “with its dramatic terraces in the 
sky, the building bears an uncanny resemblance, in a canonical photograph, to 
ribs in an X-Ray.” (75) The main building takes the form of a free composition of 
linked wings with a variety of communal spaces. The private patient wing oriented 
so that each room enjoys a south-south-west orientation through a floor-to-
ceiling window. A large roof terrace spans the entire length of one of the wings 
reminiscent of a promenade of a modern ocean-liner. 
   Aalto’s ambition with the design extended beyond medical advice. Woodman 
argues that Aalto’s unusual variety of communal spaces aimed to offer patients 
control over their relationship to the wider community. (111) In an interview 
Aalto explained: “The idea, it is perhaps hardly necessary to add, was an architect’s 
not a doctor’s. The doctors fail to understand it. Whether the medical profession 
will end by adopting it remains to be seen.” (ibid)

Medical furniture
   The prescriptive quality of the building, and the architect’s obsession to control 
the environment extended to the interior. For example at Paimio, every detail 
from lighting, to furniture, to door handles were designed and developed by Aalto.  
“Its clean-lined bedrooms, void of ornament were meant to minimize surfaces 
where dust could accumulate and were equipped with sanitary fittings designed 
by the architecture, including sinks angled so as to reduce splashing and spittoons 
designed to minimize sound.” (Colomina 75) 
   For example, the Paimio Chair continues to be a symbol of modernist interior 
but was designed as a “cure chair” specifically for the sanatorium. Other modern 
architects including Breuer and Le Corbusier designed their own versions of the 
reclining chair. 
   In Aalto’s case he undertook a detailed study of the specific needs of patients. 

Furniture for tuberculosis patients had to be robust, able to be cleaned and 
disinfected, and shaped to the patient’s anthropometric requirements. The angle 
of the Paimio Chair was 110 degrees aimed to aid breathing, its slatted back 
to provide ventilation, and its material, laminated bent wood, easy to clean. 
Rather than conforming to the shape of ideal man, much touted by modernism, 
the true hidden target of the chair was a frail diseased patient. The chair, an 
extension of architecture to the human scale, was a medical instrument.

Modernist architects not only used formal devices that were found in the 
sanatorium and applied them to all their projects, they went as far to use 
medical language as it relates to tuberculosis to argue for their architecture. 
On the surface, the use of medical language in architecture can be seen as an 
attempt to argue for relevance and necessity. Another latent intension was as 
a device to project the architecture of the sanatoriums beyond their secluded 
walls. This was for the most part successful.
   Sanatorium-like elements started appearing in non-sanatorium projects. For 
example, Duiker (the same architect who designed Zonnestaal Sanitorium) 
designed a school in 1929 for children on the same principles. Le Corbusier’s 
Villa Savoye became a pragmatic theoretical emblem for many of his future 
projects. Entire urban strategies where imagined through the rubric of health 
from Howard’s Garden City (1889), Otto Wagner’s Die Groszstadt (1911) and 
again Le Corbusier’s Radiant City (1935). 

Paimio Sanatorium: solarium terrace and path below 1930s 
--courtesy of Gustaf Welin, Alvar Aalto Museum.
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   In fact, Beatriz Colomina identifies the explicit medical language used by the 
Le Corbusier in his book The Radiant City (1935).  Corbusier dismisses the 
“natural ground as a dispenser of rheumatism and tuberculosis” and declares 
it to be “the enemy of man”. He insists on detaching the house, with the help 
of pilotis from the “wet, humid ground, where disease breeds” and on using 
the roof as a garden to sunbathing. (72) In the book, Le Corbusier presents the 
characteristic features of modern architecture –pilotis, roof garden, glass walls, 
and clean air –as medical devices. (ibid) He blurs the line between medical 
imagery and architectural representation showing medical illustrations as 
architectural drawings and giving plans and sections medical labels. 
   In addition, Le Corbusier emphasizes the idea of change and control of the 
internal manufactured environment. He states that “exact respiration” indoor air 
is continually circulated and cleaned, made “dust free, disinfected …and ready 
to be consumed by the lung”. (Colomina 73) In Finland Aalto would be even 
more explicit about the Paimio Sanatorium saying that: “the main purpose of 
the building is to function as a medical instrument.” (Woodman 109) Publicity 
campaigns of modern architecture was explicitly organized around fears of 
tuberculosis. Colomina states, “nineteenth-century architecture was demonized 
as unhealthy, and sun, light, ventilation, exercise, roof terraces, hygiene, and 
whiteness were offered as means to prevent if not cure tuberculosis.” (73) 
   There is a clear dependence of modern architecture to its association with 
health, its internationalization (or in contemporary terms globalization) 
as the resistance to the spread of the disease. The broader objective was a 
transformation of the architecture of the past that is one of desire, to an 
architecture of need --making the case for modernism through health. The work 
of Foucault can be referenced to frame the modernist architecture dependence 
on health as an alignment with the welfare-state expression of power, specifically 
bio-power.

In 1919, the magazine American Architect published an article entitled “Can 
Architects Help to Prevent Tuberculosis?”.  The periodical was emphatic in 
stating: “Tuberculosis is practically in all instances preventable, and that good 
civic conditions are the largest factor in checking it, architects should give to 
the cause every mite of co-operation that they have.” (32). I argue that in the 
designing of sanatoriums, modernist architects sought to project the ideals of 
modernism to a wider agenda about how the modern man should live. For 
example Rollier, who was the proponent of heliothérapie, stated: 

“These elements should have a larger place given them, in daily life 
and in the city. Not only modern towns should be built on such 
hygienic principles but also the home. Housing has lay an immense 
part in the genesis of child and adult tuberculosis: the community 
bears the responsibility of the waste of human lives through 
insanitary houses.” (45) 

It is within the sanatorium that modern architects found their true subjects. In 
other words, by offering ‘health’ modern architects could build an argument that 
their architecture was not only relevant but necessary. Like the statement from 

American Architect, tuberculosis projected the social agency of modernism. 
   However, the alignment of architecture with health science –perhaps as a 
medical tool itself as stated by Aalto—leads to questions of the social agenda 
and motivation of modern architects. 
   It is not without irony, that the principles of restoring tuberculosis victims 
through sun and ventilation in isolated exclusive alpine resorts were transferred 
to the wide utopian hopes of the modern architecture movement. But the 
question remains: Why did architecture align itself with health? I argue that by 
the turn of the nineteenth century, health and its relation to the ‘population’ was 
the way of projecting the controlling power of the state. The alliance with health 
gave architects the agency to project their ideas beyond the sanatorium.
   Michel Foucault has written extensively on the relation between the 
government and the ‘population’ (as identified and defined by the welfare state). 
In his lecture series Security, Territory, Population, Foucault examines the 
notion of bio-power as a new mechanism to control over populations that is 
distinct from punitive disciplinary systems from the past. For Foucault, by the 
twentieth century the notion of power changed to one of security rather than 
one of coercion. Modern architecture, specifically seen as a tool of good health 
can perhaps be seen as forwarding an agenda of this new type of power, rather 
than a force of working-class liberation as argued by modernists.
   What is Foucault’s notion of power? Instead of arguing for a general theory, he 
is interested in the mechanisms and procedures of how power is projected: “a set 
of mechanisms and procedures that function simply to secure power”. (22) He 
adds that its mechanisms permeate all relations. Power is not founded on itself 
nor generated by itself, nor simply applied on top, but rather is an intrinsic part 
of all relations and in a circular way, is both their effect and cause. (ibid) 
   Power can be understood as a stage in a series of three modulations: the legal, 
the disciplinary and then finally the security mechanisms. Foucault uses a 
simple historical example of the application of a penal law to draw distinctions 
on how the mechanisms of power are applied. The legal mechanism establishes 
the code of conduct and punishment and the disciplinary mechanism building 
upon the former, frames the application of the law through preventive measures 
such as surveillance and correction. The first two modulations function within 
the binary division between permitted and prohibited. However, in the third 
modulation the application of mechanism of security adds a layer that is 
fundamentally distinct. He states:
“[T]he apparatus of security inserts the phenomenon in question within a 
series of probable events. Second, the reactions of power to this phenomenon 
are inserted in a calculation of cost. Finally, third, instead of a binary division, 
one establishes an average considered as option within a bandwidth of the 
acceptable that must not be exceeded.” (6)
Therefore, Foucault argues that the bio-power is expressed in the final 
modulation. He states: “By this [bio-power] I mean a number of phenomena 
that seem to me to be quite significant, namely, the set of mechanisms through 
which the basic biological features of the human species became the object of 
a political strategy.” (2) In other words, bio-power are the mechanisms that the 
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modern nation states uses—its systems of social welfare, statistics, probabilities 
and averages—to control its population through their biology. In what space does 
bio-power act? Foucault identifies the milieu—a constructed space in which a 
series of uncertain elements is allowed to unfold, is planned and regulated.
   In the late nineteenth century, the notion of the constructed space becomes that 
of controlled environment of the modern sanatorium—new medical techniques, 
control systems and the medicalization of urban space. Woodman in his article on 
the Paimio Sanatorium notes that the construction and spread of the sanatorium 
system in Finland shortly after their independence from Russia, helped to establish 
not only the tools of the nation state but also coalesce a new national identity. 
(109) Therefore in turn, through the application of these mechanisms, a notion 
of ‘population’ emerges –a statistical number of averages, percentages and data –
which becomes essential to political decision making processes. 
   In his book, Bio-politics and the emergence of modern architecture, Wallenstein 
argues that “Modern architecture, understood not as a system of representation 
and order, but as a means of production and ordering, was from the beginning, 
an integral part of this bio-political machine.” (3) For Wallenstein, Foucault gives 
a new reading of modern architecture –a tool for the ordering of the modern 
nation state. He writes, “architecture must now mobilize a multiplicity of medical 
and other forms of knowledge that at a certain moment constitute an assemblage 
within which the individual is constituted, and to which it contributes its specific 
spatial tools.” (32) 
   In her research on the planning of Germany in the early twentieth century, 
Eva Eyers argues that sanatorium system provided new opportunities for 
strategic governing of a new government attempting to stabilize its power. (668) 
In Germany, the sanatorium network itself would advance the idea of a grid–a 
series of points its spacing determined by population and statistical data. (680) 
The cartesian grid was a fundamental tool within the argument for the efficiency 
of modern architecture. But the grid of sanatoriums would become important 
political tool for Berlin to advance a close-meshed institutional network and its 
control in the new nation.

Conclusions
This essay links both the formal and social agendas of modern architecture 
with the dominant medical obsession of the time –tuberculosis. Many of the 
foundational formal principles of modern architecture were first expressed in 
the sanatorium. Architects used medical language to describe and promote their 
projects beyond their narrow typology. At the sanatorium, modern architects 
could make an argument for the necessity, rather than the desire, of their work. 
Both social and formal agendas of modernism converged and like the disease 
itself, spread.
   In addition, the essay made the argument that modern architecture by linking 
itself with health –either projected explicitly through the sanatorium system or by 
the application of its principles either in text or across other typologies—aligned 

itself as an active participant in power structures of the modern nation state. 
This power structure was described by Michel Foucault in his lecture series at 
the College de France in Paris. Arguably modern architecture with its roots 
in health can be read as expression of what Foucault terms bio-power. This 
alignment with power structures allowed modernism to internationalize. 
Reading the origins of modernism in this way, rather than as a liberating force, 
leads to questions about the socially transformative capacity of architecture 
–whether it is merely player in existing power structures or whether it has 
capacity to overcome these structures.
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A place to read architecture
At a time when the library is questioned 
both as container of information and place of 
communal exchange, this project seeks to rid 
architecture of these responsibilities and to 
explore a new freedom.
   The project attempts to reassert the role of 
architecture through its most basic qualities 
-its volume, form, material and comfort. In 
other words, the project asserts that public 
architecture can define spatial capacities -the 
ability to frame and define specific physical 
experiences for civic life.
   Spatial literacy is an ability to imagine 
and interpret location, distance, direction, 
relationships, movement, and change through 
space. Spatial illiteracy is the inability to 
read and understand a space, its volume, and 
atmosphere. As public architecture retreats 
from its role to define both public and private 
life (less public institution, infrastructure, 
housing, washing, bathing etc. etc.) spatial 
illiteracy increases.
   The project suggests an architecture that 
operates on an elemental level. A library 
to be experienced slowly rather than seen 
quickly. Library as a proto-building, where 
the qualities of architecture (its material, 
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texture, volume, and relation to sensation 
(light, sound, air) is pushed to the front of 
the agenda. A project that generates spatial 
awareness. Where architecture itself is the 
content. Where the reading of architecture 
drives the agenda.
   I ask the following questions: How can the 
concept of library be re-engaged that focuses 
on experience through its architectural 
quality? What audience requires a focus and 
engagement with spatiality?  
 
The library for the blind
Within the New York City, there is only one 
retrofitted library (in central Manhattan 40 W 
20th Street) that serves the blind community. 
Although ‘fully accessible’ and ‘barrier-free’ 
the architecture is not responsive to the blind 
–built for the seeing but used by the blind.
   The spatial library for the blind aims to 
enhance perception. Discreet spaces explore 
different spatial and structural relationships 
making each space identifiable for the user 
varying in size, light intensity and weight of 
materials. Each space can activate a different 
sensation that is critical to the enjoyment, 
capacity and ability to conjure the mental 
image associated with the program of the 
library.
   The project proposes to use blindness itself 

as a device, a catalyst to generate a spatial 
quality for everyone. It demands spaces of 
great specificity. It necessitates a focus on the 
role of architecture to support the ‘imagined 
spaces’ of reading, listening, talking, or simply 
enjoying. It reasserts the need for public 
provision of these experiences as part of civic 
life.

Reading
The site is read as a territory, a public square 
that is a void formed by the intersection of the 
grid, connected by 8 subway lines and on the 
edge of the historic Fulton Street that connects 
Manhattan and Brooklyn. The strategy is 
to push the program from the corner to the 
plaza –giving the space back to the public and 
removing the remaining cutting street. 
   Removing the cutting street reemphasizes 
existing faces of the plaza –its facades. 
Contour lines of perception are drawn from 
the existing buildings–each with increasing 
distance as spatial orientation decreases–this 
gives an indication of where to place the 
library masses. Instead of a singular building, 
many small pavilions connected —creating 
a new ground for pedestrians sheltered from 
traffic. The small buildings frame three public 
spaces -one a garden with aromatic plants, one 
a patio, and one an amphitheatre. The historic 
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line of Fulton Street is maintained.
   Texture is approached a primary element. 
The texture of the walls, pavement and floors. 
But also the texture of the light and sound. 
The touch of light on the skin –darkness to 
full sun. Quiet spaces with soft materials, loud 
spaces with hard materials, a place for the 
sound of water. The texture of the pavement 
changes as one approaches.

Rooms
The small buildings (each a reading room) 
are approached both from below and at the 
existing ground depending on the program. 
Each room because of its volume, texture and 
material unique and identifiable —to the blind 
and the seeing.
   One a vertical room—a tower that connects 
to an upper floor of the city tower  -a void 
that is surrounded by a narrow staircase that 
forces its touching -a reading of architecture. 
There are moments of rest as one ascends or 
descends.
   One a round room—connected to the bank 
through to the garden. The round room, its 
form having both acoustical consequences, 
and its aperture tracking the movement of the 
sun. Small private rooms for the listening of 
books, the texture of the walls a soft material. 
Below is a communal listening room.

   One a rectangular room—that contains 
reading spaces, its interior circulation around 
a central void and the texture of the walls 
changing from floor to floor to identify 
location -the building allowing the passing 
from one side to another.
   One a square room—an impluvium for the 
collection of water—its interior a restaurant 
that can be closed to light on the west side. 
The upper level, a flexible gallery space with 
light from above.
   One a triangular room—connected at the 
street and below -a printing press for braille 
and main storage spaces for books in braille 
for circulation to the community -its facade 
written with the imprint of braille. Loading 
dock access to the printing press is maintained 
along a restricted avenue. 
   Each room is not read as individual objects 
but rather as a whole. Its precisely their 
indoor/outdoor quality, the interiority of 
their volume, the supporting program hidden 
within their walls that gives them a quality 
of “room” rather than “object” retaining a 
publicness.
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A drawing measuring 96 
inches by 60 inches
on 72 plates measuring 10 
inches by 8 inches
read left to right and 
top to bottom
at 1’ = 1/8” scale.
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This is a project for 
the End of Year Show, 
Columbia University 
Graduate School of 
Architecture, Planning 
and Preservation.
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Dean’s Statement
At the conclusion of each academic year, 
Columbia GSAPP celebrates the work of 
its students with the End of Year Show. The 
outcomes of studios and seminars from 
all of GSAPP’s programs are on display 
throughout Avery Hall, capturing the 
school’s playful experimentation, unbridled 
imagination, disciplinary expertise, and 
incisive critical thinking. It represents the best 
work of GSAPP’s diverse and international 
student body spanning degree programs 
in Architecture, Urban Design and Urban 
Planning, Historic Preservation, and Real 
Estate Development.

Critic’s Statement
The Library for the Illiterate probes the fusion 
between the current state of evolution and 
literacy, to suggest a new role for architecture. 
The Library for the Illiterate serves to reassess 
our collective, communicative, ecological and 
technological illiteracy by placing a priority 
on learning from literacy and transforming 
buildings and communities with architecture 
as a visual, experiential and virtual Stimuli.

Students’ Statement
We were asked to plug ourselves into literacy, 
knowledge and information as we used the 
library as an excuse or starting point for 
investigating an idea. 
   We asked questions but didn’t formulate 
answers. Rather, we weaved threads to 
understand and wire together sexuality, 
technology, aspiration, touch, decay, politics 
and space.
   From the drive-in library to the public 
baths, we encountered a disassembly center 
and a transparent tower bringing us to the 
peak of aspirations. Flexible floor plates 
addressed the need of uncontained political 
dialogue and horizontal towers the question 
of intergenerational technology. Like a 
wound, the house for the last librarian pierced 
a spiritual illiteracy. We came across the 
superlative expression of a library for books 
and experienced the architecture of unseeing, 
and that of a walkscape through a sensorial 
journey.
   The End of Year Show Exhibition called for 
site specificity and transformation. A logic of 
both spectacle, reflection and revision of work 
completed over the course of three months. 
The exhibition becomes itself a platform for 
not only showcasing the work but a point of 
interaction during its course. 
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Exhibition Concept
For the End of Year Show we envision to 
occupy rather than display. We will install a 
device, a frame for the models we produced. 
The device compiles the intensity of the 
semester onto one amorphous - but not 
illegible - object.
   The models stacked inside a guided frame 
occupying the descending steps, to generate 
circulation around the installation, as opposed 
to a linear/frontal viewing, taking advantage 
of the stepped condition.
   On the grid, we will incorporate shelves and 
smaller structures to display more detailed 
models, and to support up to five projectors 
which would point inside and outside. The 
frame will also be illuminated from within, to 
create depth and shadows, giving each object 
a living presence. We want the installation 
to go beyond the conventional frames of 
architecture display and representation, 
exploring the translation of individual 
projects into a new entity, resulting from the 
investigations on illiteracy.

accumulation
reiteration
process
learning
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Building constructive 
documentation and
assembly techniques.



280 281

FR
AM

E 
1+

2 
AX

O
to

ta
l a

re
a 

86
 s

q2
1:

20 FR
AM

E 
1+

2

top elevation

bottom elevation

19
.0

0

71.50

113.50

19
.0

0

to
ta

l a
re

a 
86

 s
q2

1:
20



282 283

FR
AM

E 
1/

5

112.00
34.50

28.50

16.50

10.50

54
.0

0

45
de

gr
ee

 jo
in

t45
de

gr
ee

 jo
in

t

89
.0

0

33
.5

0

33
.5

0

14
0.

00

51.00

16.00

68.50

to
ta

l a
re

a 
86

 s
q2

1:
20 FR

AM
E 

2/
5

36
.5

0
19

.0
0

34.50

16.50

86
.0

0

10
6.

50

33
.5

0

19
.0

0
17

.5
0

51.00

to
ta

l a
re

a 
86

 s
q2

1:
20



284 285

FR
AM

E 
1+

2\
H

*1
7.

5 
le

ng
th

horizontal_members

17
.5

0

16
.0

0

to
ta

l a
re

a 
86

 s
q2

1:
20 FR

AM
E 

4+
5 

AX
O

to
ta

l a
re

a 
86

 s
q2

1:
20



286 287

FR
AM

E 
4+

5

10
5.

75

71.50

19
.0

0

top elevation

bottom elevation

to
ta

l a
re

a 
86

 s
q2

1:
20 FR

AM
E 

4/
5

28.5

19
.0

0

68.50

16
.0

0

51.00

33.50

16.50

to
ta

l a
re

a 
86

 s
q2

1:
20

33
.5

0

17
.5

0

68.50

33
.5

0



288 289

FR
AM

E 
5/

5

89
.0

0

68.50

to
ta

l a
re

a 
86

 s
q2

1:
20

71
.5

0

33.50 16.50

10.5017
.5

0

FR
AM

E 
4+

5/
H

horizontal_members

to
ta

l a
re

a 
86

 s
q2

1:
20

16
.0

0



290 291

FR
AM

E 
3 

 A
XO

to
ta

l a
re

a 
86

 s
q2

1:
20 FR

AM
E 

3/
5

33
.5

0

16.00

36
.5

0

52
.5

0

51.00

51.00

10.50

16.50

28.50

34.50

36
.5

0

to
ta

l a
re

a 
86

 s
q2

1:
20

68.50



292 293

How do read space? Is the question I asked. 
Interrogating the semantics of space, this 
library was an attempt to deconstruct the 
language that we rely on to understand our built 
environment - that is, the branded codes and 
the commodities that populate our private and 
public spaces. The library aimed to generate 
its own alphabet, a spatial code that the visitor 
would decipher as he wanders through the 
library.
Axelle Dechelette

Politically illiteracy is becoming an endemic 
in our culture. In a world filled with dubious 
leaders, misleading news, and overwhelming 
amounts of information we are faced with 
questions as to how we can educate and curate 
information in a clear and unbiased way.
Brandon Kapel

I think of this project as an instanced 
architecture. The drawings represent a series 
of moments shared by two occupants. The 
bathhouse addresses sexual illiteracy as an 
exercise in intimacy; a moment to slow down 
and appreciate the presence of another from a 
distance or up close.
Jamie Waxler

What does it mean to be technologically 
illiterate? Does the untrained mind gaze at a 
computer screen with the same mystified look 
that a two year old gives to a page of written 
text? A disconnect clearly exists between 
older generations and the technology that is 
becoming part of our everyday lives.
John Sanchez

The project aims to hybridize driving 
experience and learning experience into a 
holistic program through building a flux 
structure, a flowing system that metaphorically 
weaves individual’s sensitivity with the 
surrounding environment
Kate Wong

The library is reliant on a literate population. 
It is in charge of the production of ideas thus 
mental production. Then, seeing the library as 
the archetype of humanism, I became interested 
in investigating a body of work that fell outside 
the boundaries of culture: Anti canonical, anti-
human.
Marcos Arriaza

The arts have long been considered a healing 
practice. Artistic expression has been shown to 
foster physical, mental, and emotional well-
being.
Marisa Kefalidis

Cultural literacy is commonly known as an 
ability for someone to fluently participate in a 
given culture, but a true meaning of it should 
be to have an understanding and appreciation 
to other cultures. Could the library as social 
infrastructure and place of communal exchange 
bridge the cultural illiteracy and inequality that 
exist in the neighborhood?
Minjae Lee

At a time when the library is questioned 
both as container of information and place of 
communal exchange, this project seeks to rid 
architecture of these responsibilities and to 
explore a new freedom. The project attempts to 
reassert the role of architecture through its most 
basic qualities. It asserts that public architecture 
can define spatial capacities -the ability to frame 
and define specific physical experiences for 
civic life.
Stephan Anton van Eeden

This is a library for knowledge production. In 
an age of the experience economy, where value 
is in what we can see and do, where we can 
go and how fast we can get there, this library 
brings to light the “behind the scenes” of the 
gadgets we use every day.
Monica Wojnowiak 

How do we transform the sanctuaries of the 
elite (that have always been the sanctuaries of 
the elite) into a place of fear-banishing light, 
and spread the idea that morals, ethics, are the 
responsibility of everyone, regardless of social 
spheres, influence and money? That you don’t 
aspire to be wealthy, you don’t aspire to be 
powerful. You aspire to be happy, free, secure, 
empathic, educated and fulfilled.
Susan Brewer 

Manifestos
Is it the hard copy books or the space to read 
books that makes a library? 2012 was the first 
year when more digital books were sold than 
hard copy ones. Since people could access most 
books published after 2000 digitally, the hard 
copy catalogues preserve the knowledge and 
memories from the previous century. This is a 
library about the hard copy books and people’s 
stories behind them.
Wenjing Zhang
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