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I Pu:btiu lo Jauuo.IO> u c.ucba.nb. du mcmwn au corp:1 KadCm•que. de 
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Lift u an afTaar of ~pi• no< pi•=· 
but for m• lift is an affair of plac"' 
and ch•c is eh< probltm 

Wall >et Scenns 

INTRODUCTION 

This issue is comprised of a series of essays, wrinen and drawn, upon the theme 
of the place. This is a predominant theme in the work of our School, but there is 
by no means a consensus among the authors as ro its relevance within a larger 

architecnual discourse. h is precisely this divergence of opinion that has lod to the 
selection of place as a theme for the issue; one which should work against the 
nocion chat srudying place has something to do with a naive regionalism best 
confined to the srudy of fishing sheds in the Maricime landscape. 

In a school of architecrure the specifics of a given problem are first suspended 

or left: open to quescion in order to explore the essence of what lies beyond any one 

of them. Place is one such issue and in fact for many years the very first problem 
posed of architecture students at this university was one for which mere was no sire, 
one in which the rudiments of design were explored through the design of a 

placeless dwelling for one person: a hut. 

For some this suspension of a physical conrc:xt: was a liberating experience. For 

others this first exercise marked a s!artling confrontation with themsdves. Howe\u, 

both strategies share the common problem of confronting onesdfin the world and 
the difficult first lessons of mark making. For some these first marks musr be made 

into the earth. For others into the realm of the imagined place. In me past year, this 

has changed and the first yeais studio beg:m to rum roward measured reading of 
places alongside rhe design of a dwelling. 

The East-Of issue is not intended to be read as a prospectus of work 
undertaken at the school. ln some instances, this book does contain the rraccs of 

school projects and some :mempts at searching beyond the specifics of a project. 
This book represents the steps of individuals anernpting to act with a sense of will, 
of volition within the medium of design. As many of them would a nest, this is a 

problem not easily tran~lated to the medium of print. Bur the compilation of this 

collection of work suggests that a book does irselfbccome a place, a figUtt and 
ground in which marks are m.tde. 

Jusr as a child will not learn to read until it has first de\-doped an image ofirsdf 
in the world, learning tO read is central to one's notion of place: oflocacion, time 

and culture. Attempting to remember the how of or the way one learned to read 

is a difficult if not impossible ming ro do. What is far more ~cial is the know1ng 
what ro do with this gilt ... , of where one might go, of what one might be. Of what 

lies next. East of where .... ? 

FIELD The Fifth Column 3 
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Progr(s.sive lnsanitics of a Pioneer 

He srood on • point 
on a shut of green paper 
procla1ming himself the center 
with no walls 
no border> 
anywhere; the sky 
no height above h1m , totally 
unenclosed and shouted: 

Marga.ret Atwood 

MICHAEL CARROLL 

THE READING OF CoNTEXT 

Architects are like pioneers in that they inhabit vacam landscapes and ay to 

cufrivate them and increase their potential as habitable places in the world. lf we work 

in an 'open' field, how can we be contexrual?-Whac informs us in the making offorrn? 

What gives meaning to a form? 

The design process can address a wide spectrum of subject marrer including 

political, social, economic, and technological issues. However, in archirecrure. it is the 

physical location that provides an immediate scarring point. It is through location that 

we make contact with cultural and scientific issues on a national, regional or local basis. 

The physicaliryof the site, its ruins, traces and shifis are cues upon which we can build. 

The location, literally, provides a physical context that gives definition to a design. It 

is the context of che situarion that gives significance to che urrerance, (the architecrural 

intervention).' Unlike che other arts, archi~rure deals specifically \\-ich a physical site 

and from its location draws meanmg.' 

lf a work of architecture is conrexr-dependenr, how does it not become stagnated 

by che immediacy of che context? How can a work gain an objective distance ro a-."'id 

nostalgia? If a work is to give commentary on where \\e are (i.e. location) and who we 

are (i.e. culture) we must interpret the physical conrext m a critical fushion. ln order to 

interpret the context we must read ic. 

FIELD 
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The ph~ ical context on be u,ed :h a point of 
d~~ rusr :a_.. a literal) re .-t c~n be lL~ ro animate 
the imzginarion' . \X'e can ~d conto.:t as one ~ds a 
book: bct\\cen the line'; in it) fi,.,urcs: ~ithin the 
oonnotacioru eh<: (ron)tat curio "ith it. The (con)ro."t, 
r.ather th.lll <eoing :u a descriptive tool. becomes an 
ilbuument to C'\'Oke invention. 

The act of rcadm~; (con)te t i~ a per~onal and 
~uendy a silent an. Ho\\'C'\'Cr. unlike reading text, 
'' hich is primarily a 'isual ~cti\'ity. the ~ading of 
como."t has the pos,,ibiliry ofin\'Ol\'ing all the senses. 
One can ~context. A!. the e:cistenWI~~ arrest, feding 
is a way of registering our participation in the world. • 
Hc:idq;ger spoks of Gmimmtkit- that is to SJ)'· being 
'arruno:l' to eh<: world. Ricocur w.es a imilar metaphor 
when ~ tal.ks of' umdill; :u if one ~d to adjUSt to the 
pitch of the V~.'Odd."" 

1llli m:irudc supprc:sscs VISion to heighten the other 
scrucs of smdl, t<~Ste, touch and hearing. In hili anicle, 
•Towards a Critical Rc:gionali~m" Kenner.h Fr.ampron. 
puG forth MThc V'!SW.l \~mu the Tactile·. as his sixth 
point fur an archirccrure of'resW:ance'. 

~The racrile resilience of the place-form and the 
capacity of the body ro n:ad the emironmem in terms 
other than those of sight alone sugge~r a potential 
~tr.aregy for resisting the domination of universal 
tcdmology. ft~ 

We mUSt read the contc:xt 100= an instrument that 
has been sensim-dy runcd beca~ rhe context is in a 
sarc of flux. The dcfutition of the physial context is 
indeterminate. There is no solution to what is the 
'pro~r· architectural response v.ithin the physical 
comcxr, bcca~ it doo not exist as a problem ro be 
sohlrl. A work of archira:rure can only be pbccd within 
a discw.sion wnh rhe phys1ca.l context. In order to 
parricip;ue. w~ mUR adopt .lll attitude toward .t region, 
a city, a neighbourhood, a specific site. From this 
vantage point. archircc:ru~ moves beyond just a ~rylistic 
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I ilh< Thomu, Urd ytar, 1917), 
''"'''ftltJ from ln•utblr CIHn. by 
halo C.tl"•no 

Cru" •nd rhr Orod • ( 1 

WhJc makn Ar11J dttrtrcnc from 
cuhtr utt('J u thu n hu canh '"''C''d 
ol a•r~ fhc- •tr«u ur ' omplrcrly 
tilltd wuh dtrt , cL\y pads chc room eo 
cht ccthnJ;. on cvc:ry1Uu .anochc.r 
U&I,_A)' 11 IC'I ID DCJiill\lt, 0Ytf lht 

mar. of Ctthe-r hou.KJ hanc bycra of 
rt)<~y IC'rr.atn Mtt due• wuh cloud •. 
Wt dn nut know tf chc tnh.abuanu 
un move tbout '" the cuy, widtn•na 
tht worm cunnciJ jlnd rhc: crt'victt 
whrrt roou twin. 

frum ur hen. nothin& or Arg•• can be 
actn; ''lmt 11)'. •it's down b<low 
thcu··. and_., c~.n only bcllrt"c chtm. 
Tht plact 11 dcscned AI na&hc. 
P""'"lt your C'U 10 chc around. you 
can hctr a door abm • 

4 John Mac.quauic. • E.xuccoct.Jium•, 
(Nt~ York ll.'orld Publisbin& 
C:omp•ny, 197Z), p. l S7 

~ • ..:C'nnerh f nmpton, •Towards l 

Crnu .• l ltC's•on~lum · s;, Po•nu for ~n 
Ar L:h•1f'- ti.Ut' o f Rnt~un,c•, 
p,,,,,.,,~,, C"ll•u. C"d by llal foucr, 
l oadnn: l)luta t~r~ss l1mucd, 1985, p. 
ll. 

c;xercise; it demands that We! take a 'position' roward a place. One must M confront the 
noise." 

The fact that the context is cominualh IUfttng means in the r:et.ding of it v.c get only 
partial glimpse.\ of it, there i> reall} no present, onh instams of prl-scm. \\e rely on 
memory to connet.t the insranrs, ro cominue the stream of con~iousn~. 

In order to catch rhc knife-edge of the prcsem, in archiu~cru.re \\C: draw in order to 
reread rcaluy. In executing a drawmg. we measure the immcdi.ue c:nvironmcnr and 
accumulate maps which docribe it. Thc:.e maps m.1y give a quantitati\c: accoum of a 
place, but they tell u.~ very little about the actual qualitie:; of a plat-e. The qualirio nuy 
not be me-J..,urable, bur they arc perceh'Jble. In order to catch a glimpo,c: of the complete 
picture, we mtu.t overlay e.tch indiv1dual !Tame, e.tch instant in time~ th.u a "hole in~ 
is revealed and an undcrlrmg scructurc emerg~.6 Therefore. through thc dra\\ing we 

anempt to capture the C'.-.cnce of the pb.ce and record lt subcletie.. The ph) ical como.t 
is like a picture in motion made up of many frame., lt h.l!i temporal depth \\hich goes 
lx:yond the surfat.c of its prcscm realit)' 

B}' vicwmg context through rime we observe not onl} what i> \Jri.tbk but al\0 the 
~kdecon of a pbcc. The l.tycn. of rime, once op;lquc, be.:omc tran,Juccnt; in the ace of 

FIELD 

6 ncrrprtd ("""' Moan u-...d.. 
'><nUIWIJ T..,. •" ~Jut lbw!.. 
(3<d m• 19S") 

'1Ct- comttw:CUOD •u bastd oa .a 
lttM"' of •apt \"' ~nrrd m au 
dndop-... ~b ...... rh< a.p .. 
a Knuran mdtator of rbc duactl!J. 

"'"""'' of CW1 h 11 • •mor of 
~.v!t\u~ and <nd1u"OOIL h hu come 
to N'rH m.aa. .. fun ... uotas. ~ 1ool an the 
~.-omr rch~non of th~ 1p~oua1 
phC"nocnccu ' " C'lFKlCDt dcTacc fot the 
ltOf •&c of thr«-dllnnauon~ol d.au 1 

ro>Ol f<n 01aJrnu~ dtUnbvuom 
a.W rc-l.uoa.Jup ""' otb<ra•sr 
u.n4tnrood C.nasuphr u lhc 
IOC'IU~te and an•m.c fQRil t of 
co<lil)-utt In tb< form ol • aup 
obft'.ts .a:od: CTC"Db .&J we b«otDC rauc 
of tl>an ,. plO<nt ol m. 
«UU~nachoe or lhac ID.Ip$ ..... 

coactmcd • rh ttK prc-wa .. c of 
nuua' su.a<ttates a!ld rbc aNt-Ace ol 
otbn. A •""'r of rh I COIUttllctiOil .. 

......... ol ~·""' ..~ ... •bout 
fu"'"' dnriopa.CIIr fot tk biod 

''""'"' bcyood tl>< """~tool dw 
coe'ut.tet.oo brcomn • nil«tm~ tool 
rhu rdl<ct• I ~!::. obK.ro ¥• 
rtJccfJ ltPt .a.nd CJHtn pattUII • m 
•bom« of t.J,ht n.,, "' .~ &Cl of 
mU. ns 01tc u dto "''"l.ftl. lM tnt 
b«omn borb • ...,. ,.,.. of,_,,_ 
and • nw.nu. of rc('fft.C'R1 ftJ rhu 
tQ\C'aUOD 
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OR JU.JA M:NOfART PtO 
IJUUA OR ·cr.:nc ~ 

A ,~, V1SrunQ 

c a1 t:1e sd>aol. - ea~IJC 
tu: ;:n C..SI'IV eyabtOwS t!'lal 

CDnnel:! a=u 11>11 br~ of ner ncse 

~~ t so:uses w:-.;cn ll'la na:;;·ua 
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r..u • lltJarwoocl pope wllell she 

~ et.Q!tU 

k e=v CHst_., a• tile 

Tedlnla ~of NouYe 

e::: • A ve~ ,_,..of a 
~ er s thes!s pr:;ec ts a!:O<.-t to u;, e 

- As VIe~ ~r:s !M 
""""""'of-H from~' rw.­
ca'l be nea<d ctl-s~ 

STAGE MAI~FI lfl1''e<s The 

Place TUNA 11>e Ted!nlcal Unr~~emw 

of No<.ve Atchrteet..re Canada a k,est 

En; slllat>;tlalle KI':OOI of arcn w.ure 
<East of Mar.• ea T ;e 0ccas.on a 

yea -eflCI --·- ol • MONA-Maste< ol 
Nou\41 Arct e=tur.-s~ I I thn<l 

The T I IOOC wu I ,. t-.a s 
ago - 2001 • ~~nt 12 st>ott , .. ,. 

.-...v n~eu • e ""*" e~ays 1 a 
anc r.r.. .: TunA- re lig!lt on -
L'>d of ~ T 1*\>W:ar ttlell!S 

...,..w comn I H l A IS Qe.ttlnQ 

liP ItS ~ate biG for resoect and 

.W.:S!a! 

oranld'IG 
... "'0 tlliS pert~ wtletller you 

1!19 ClOlenl.a - 11 pO".er;w faotty 

~~~>and~ c:us~ stall, or even 
- grand woera and w.entate s of the 

8 IJli'·'i 

cre.uing a palimp,c:st the present day map loses ir~ 

immediate ~ignifiC.ll1~ and rhe p:bt c:r.bUrtS begin ro 

rupl'l!n= rhe ~"'C. Through dra\\ ing. w -c are able ro 

rn.U..-e an WU2crion of pbC"C and by-
p~ rhe acrual conrext and projn:t an idcaliud 

~"Ct'Sion ofit. The :absrncr drawing bn"Omo the \itc,' the 
n~v tDposofim"Cntion. Tbc rq>rescntation becomes the 
mc:[;lphoric or utopian \Cl"> ion of the actual conrext. 
Then:fore drawing is :.tn integral pan of the doign 
process. 'Dra\\ing' is no longer used as a noun bur as a 
vcrb. ir becomes an .let in ~,,hich we draw the world om. 

The discn:p:&ncr ~t\\cc:n the drawing and the 
acru..liry ~ nO£ v.ithin the dccUl of a dra"ing bm \\irhin 
irs basic srrucrun:. The n:ading becomes increasingly 
su~ful ~ the discr~p•uKy h ch«ked '.l.ith the reality 
of the ~ire:. In on:kr to keep both within one's frame of 
,bion. one must C&ilbce between the idealized scenarios 
and acrua.l ones unnl there is a ,·inual one to one 

corre:.pondcnce. Although our ininal relauonship with 
the sire may be fiom :a disrance. as we appi'03ch theplace 
\\e become imme~eJ in it. The phyl>icality of the sire 
becomes all-encompa.\'ing. The invi~ible ..specrs of a 
place become pe~ei\'able. & the painrer. Paul Cezanne 
srared. MNature is on the in~ide. I do nor see it 

according ro it:. extc:rior envelope. I live in ir from the 
middle. I am imme~ed in it. After all the world is all 
..round me, nor in front of me." In~read of drawmg the 
sire, one can now actually handle it, collecring its 
fragments to fabricate a htstory . Suddenly rhe 
extension of drawing rhe site ts to consrrucr it, face to 
face with reality. The "work' site has replaced rhe 
drawing ..s the place ofimervenrion. 

Within the right margins or the 'work' she lies the 
possibility of architecrure to be an aa ofimprovisacion 
in which the discrepmcy bcrwecn the idealized and the 
acru:tl plans begins to dimint,h. The archirea begins ro 
acr and find meaning \\ithin the im~cicial space of rhe 
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exisring condiuon. This is nor a new concept, appa~nrly Gaudi liv~ on the sire ofTemple 
Expiamri de la SagracL Fam1ha in Barcdona. Ralph Erskine set up his office on sire for the 
Bykcr Redevelopment tn Newe~.!.tle-<>n-l)'Tie in England. R.ettntly. archirecrural 
firms have experimented with ' installations~. or fiill size mock-ups for ;~cnul pieces ,..;thin 

existing infrasuucturcs. The phy~1c.al context becomes a place when: we can intervene on 

a more immediate basis. fhe lucidhy of our reading of the conro.r incre-~. 

Reading becomes a cycliml process. lr involves observ.uion, inrerpremrion and the re­

construction (construction) of a context. In order for readings to become operative, the 

readings m~r nm be descriptive of .1 place but anempt ro unify Its \-ailOus <~Spccts m a 

new way. Therefo~ reflection is not a passive activity. instead, 11 forms the basis of action. 

Reading lc::u:b to invenuon and finally intervention ,,,thin the ph\-stwl context. 'lbc C)dc 

begins to complete ic.elf .u. the nt-w piece becomo a working pan of that context wh1ch 

informs, m turn, ~ub~uem built form. 

FI E L D 

.. ncnpc<d &o.: ,,.. .. lltob<nooa 
THI!Lzu<? Urd :rru. 1911l 

T1w ptoJCa n-ol•<tl .. <apoao< •o 
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.tn<a>~u of cbe •• r!iru iWl>ou u 
of the COID.IWUIUtl' aDd l't'ptnnlt 

COfWJUUIY ~ J<O<UUOOL I fch 
•b<f-bm~brdw 
•ntdcs " do .. ~ cl>n ... ortcd ODd 
1;.-cd '""'- •• rbcu cb 'r U... T1w 
.anklnlfr.a,JD..tatl ~«m to IN- tk 
quuu......,ul n.a•pln ot cbe pcocna 
of coatiA••" •llicb I •m •t~~nataf: 
ea. la cht ~rbood cbct< . ,. 
moar MCOOd.Juad &hr>pt .. ,, u. 
atoru ... btt~t a.nWcn dY.D.rc Unh 
one! If< Mft& mn..! by d franc 
pt'OP!t Tbc fucmmts •rt k:ra~ of 
the- ,.s.t .1nd daffttmr ••n o! I fc A. 
dtt ana!uu. <<mllllu.t to dunp ~ 
a eye;)~ u Kt up tir- l ana J'C'Opk a!rwc­
•od>• " "h p«>pl< ._,dud •od 
rrorlc no< )'<' "'''" 
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PETI.R YEADON 

PLACE CREATION AND 

ARCHITECTURAL HYPOCRISY 

Place creation does not exist easily '1\ithin 

.ardll= Tbc m.any minds. h.an<h and timeframes 

which ~ comriburcd tO the reprcscnmrion of one 

place .as distinct from .another have esc.ablished 

complexities which are too widespread for 

~ ro ~:alone. Although archi= 

continually explores .an elastic potential for place 

installarion, it r.udy questions its own position as 

spokesperson. 

There is a fine aurgin betwttn the universal and 

the peculiar - lxrwttn .archetypes .and folklore. This is 

the ~ of the architect concerned with place:, a 

margin deJIWlding of an undemanding of both 

rominuiry and aharacion. Scill, s(he) operates within 

borh, .and remains at an arms length from a 

concentrated ontologial insight. This insight, 

coupled "Aith the rompkxitics of a gmcalogy of place, 

creates matrices of place whose variables and 

parameterS of duraaerizarion stretch far beyond the 

potcncial of architecture ;u it is directed presently by 

the architectural profession and schools of 

a.rchitecrure. 

Consider place: undemanding and university 

education. Contradictory terms are they not? 

Architects have become articulate through 

conditioning. So have many rc:prcscnratives of rhe 

po$itions which characterize socitty u .a whole. 

University education, once dedicated to the 

consolidation of universal knowledge, hu been 

divided into conC~:rns; speci.aliutions of which 

architecture IS only one: of many. Important, 

accessible knowledge: is continually being 

oompromiscd by a system which f:n'OUrs conccntnted 

effort over widespread undel'lranding. lcrminology 

Slar.t.ins the disusoctation between architecture .and 

the consritucnts it represents. it seems that the very 

foundation of education. tlut of rommunicarion and 

an exchange of knowledge. h.a'-e been violated. The 

separation continues. 

Too many architects arc concerned with the 

words constituting an urban context. rather than the 

dialogue: i~ They borrow symbols and artifaas of 

built culrurc: instead of engaging the story line which 

has creared places of mind and substance. The result 

is a plutic or cosmetic representation of a tighcly 

\IIOvcn subject. The persistence: of cc:n:ain architeetura! 

elements is deemed to be the: built culture. These 

demenrs are replicated or abstracted so as to give 

something back to the: growth of the ciry. Their 

o:.istc:ncc: is rakc:n for granted; thetr presence: is the 

understOOd. These charaaer traits are pulled out of 

context and manipulated until the vaiue of their 

mc:an.ing becomes inaccessible. 

ArchitectS must remind themselves that they an: 

responsible for forming our plac::cs. .. , but they an: nor 

alone. lf architecture is ooncc:med with place cm~.cion, 

then it must try to address the multifaceted 

compJc::xjries which have, and will continue, to crea.re 

place beyond space. Place conscious archirecrure 

needs to establish a dialogue with hs particular place: 

siruarion, establish a dialogue with the: universa.ls of a 

place - conscious architecture: boundary real; 

boundary imagined; collection; physical comforr; 

seclusion; field of defence:; wall of defence:; rCaliry of 

suggested opportunities; layered regions; position of 

awareness; permanence; reuse; consolidation; 

predictability; symbol and cultural artefact: 

accessibility; time:; services: comprehensible urbanity; 

c:.xrension of the immediate to the whole' This 

dialogue is viral to making rhcsc univcN!s operable 

and valuable, their value being relative ro the 

identification of architeclUral gesture as constituent. 
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• .confustnn cxim ... because we 

obscrv< an mfin11e varitty of cuhur.~l 

producu. but rarely apprehond the 

untvtnal hum•n proccs.cs by which they 

=crealfd."' 

BRENDA WEBSTER 

THE READING OF PLACE 

Re-engagement of process and product is me focus of this work. The underlying 

assumption of mJS re-engagement is mar "me funcrion of being a means is nor disjointed 
from me function of being an end."2 Choice (conscious or unconsciow;) of a design 

process is inexorably linked ro rhe arch.irecruraJ rc:solurion. By shifting me focus from 

product ro process, greater architectural understanding emerges. Process orientation aids 
in re-examination of architectural design conventions. The product grow~ our of the 
process and m~ one is acrivcly cngagoo in me present instead of focusing exclusivdy on 

some future product. This process approach aids in me suspension of preconceptions and 
external influences, allowmg for the widest perception of realit) and rhe gre:ue r 
opportunity for innovanon.' 

" ... Our apprea.uion of an objc:cr has to do "im our appreci.1tion of the proce-.'iCS that 
the laner has cvidemly undergone." 4 

For me purpose. of this inve~tig-.uion, proc~ is defined ;\.) a s>-..tem.uic ~ries of 
actions, motions, or event~. • Proco.' 1s revealed by the gap bet\veen what has been and 

what mighr be. Thi~ gap 1s bridged by subsnrurions, oppo~itions, reve~" imer..ion.\, and 
fragmenrations. This Bridg1ng is further faciliwed by fuding in and out bet\veen 
imagination to reality. Play berwt.>en rhe ~ubjeclive and objective worlds create. a lateral 
rather than linear .tppro.tch to design. 

BODY 

I Jolla lh.dtm&. l'rocu• .U 
PrMect •• c..lu· H .. aa Soc::tc'"• 
0~"r............!l1...-y 
Pmo. I 969). p ). 

1 A. S Ylutc:k.&d... PI'OC.tj,l •M 
Rn.luy, (C.uabrl<i&<' C.•brod" 
l1...-y r.....t,29).p.4~. 

3 nw patriaJar vxW .tdosr -.ac~ 
"' lhis m..;. • cb!oonocd Oft "' tb<-­
rtfnml•o • Cton•'t E..W-.. 

4 Mu::hatl Bcn~dlkc . For u 
Arc.htc«t•rc of Rulit)". ('Se• Yorl:: 
1..-n BooL.. 191>1, p. 4-1 

) o.-. .... of m;. .,..c:mauc ...... 
o( ..,,,_ tbroup dr'"'"" Qpc>M'I tb< 
MIW"C" oi onr ptoaa.. 
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OPPORTL'NITY fll.i UMITATIO~ 

The Tt;'-.S campus. 
a sdf-<Onu.med block of 
buildings with no dear 
organization. is rhe 
cho~en te~ting ground. 
The design process 
strategy i~ to develop a 
series of drawings that 
come from and inform 
the sire. 

T·wo simulranrous explorations arc: carried our on 
the sire: a determinario.n of the critical path of 
movement through the campus, and a spatial 
inrerprer:arion of the hiStorical, physical. and 
progra.mrnacic layers of the sire. The purpo~ of this 
approach is ro fosttr oonrinual play between an.alycical 
and inruim"! in'-c:stigarioru. 

Analytical studies find rhe grearesr densif}· of 
mm"mienr forming a diagonal line running east-wcsr 
through the sire. This sets up an indication as ro "'-here: 
gro"'-rh might occur. The srraregy works wirh the 
existing pmcms of mO\-emem. A pathway runs through 
the campus, linking all the: entrances to existing 
buildings and inviting future expansion to occur 
alongsick. The process of rc:membering and drawing all 
the exisring ways of proceeding through the campus 
beromcs instrumenul in producing the chosen course 
of acrion: process has berome product. 

The inruim"! exploration iocusc:s on a perception 
from memory of the relauve importance of the 
a.rchirecru.rallandscape. The drawtng highlighu the 
intt:grarion of layers of architecture: and landscape 0\er 
time. The Iaymng of a perceptual inrerpretarion of the 
sire: with a ' rc:al' site plan, pia)" on the line berween 
perception and rc:aliry. The opposition and interplay of 
these rwo layers allov.~ for many readings <'f the: sa.ne 
sire. 

PERCEPTION+ 11"-i'VESTIGATION 

As a plan for the: sire 
is developed, a 
s imultaneous 
undemanding of rhe 
elements of the sire is 
nurrurcd. ·me next layer 
of growth is developed 
along the new pathway, 
which <~.cu as a spine for 
all existing buildings and 
furure ;additions. 
Snapshots describe the 

di.'rina arc:as of the ire. The campus sire is pera:ived as 
h.a\ing five signifiQnt markers: 

The cemetery 
The oval g>mn~ium 
The engineering roofs ~ outdoor sculpture 
The loading arc:as 
The ,isuaJly rich roofrop~. 

Ar each site chosen for development there: is a play 
between the nature of the markers and the nature of the 
required programm;Hic growth. For example, rhe 
cemererv location (residence for the dead) is developed 
with srudenr quarters (residence for the liVJng.) As one 
travels along the easr-w~r route, the archirecrural 
additions both unifY the site and describe its changing 
naru.rc:. 

CRFATIVE EVOLtmON 

Creative evolution is 
at the bean of the 'process 
as produa' exploration. 
Through a series of shifts 
and fragmenrarions of 
what is perceived in the 
existing conrexr a new 
'text' is developed. 

The chameleon nature of the new buildings is 
meant ro connect back ro and simultaneously stand 
apart from the prc:vlous laym of history and the additive 
narurc: of~ buildings already on the sire. The drawings 
rhar follow arc: u:ansformed ro describe the experience of 
mm-emenr through the sire. As the focus of this design 
grew out of a realization that the TU NS campus 
required both more: space and a unifying clement, the 
new path/spine provides for both these needs. The 
diagonal pathway both separates and unifies. Drawing 
on the analogy of the sire markers (snapshou) as 'sire: 
plan', the newly recognized path is overlaid onro the 
markers as the:: firsr stage of transformation. 
Compression of images as rhey might register in the 
mind after having rravellc::d through the path. This idea 
parallels the nexr srage in the design process, thar is, 
exploration of the path to discover how the nc:xr layer 
might be added. This second transformation abscracrs 
the original markers sufficiently ro allow for an 
imerpreucion of the existing architectural language. 
Process di5$ection has created a ~ries of architecrural 
fragments which have their own life, both disram and 
distinct from their origin~. Traces of both the 
subjective:: and objective worlds exi~t in this ~ries. The 
original markers have evolved eo a degree where they 
now prov1de cues for a new M:t of architectural pieces. 
Honwnw expansion brin~ the works back onro the 
sire and mecches them to strengthen as much of rhe 
new path as possible. 
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A O.OSE-UP \1E\\" 

~--

Creative C\'olurionary 
change j, a by-product of 
a proce.s approach th:u 
~ pcrccprion as a tool 
for conception. In this 
project the architecrural 
elements along the 
~th-way that Y.>erc: seen as 
significant to the 
experience of the campus 
became the cUrurn for me 
new byer. 

........ efdlllllllll 
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A 81\IA.R Pl~ l~ 

jAKE AlloERDICE 

ON THE EssENTIAL PLACELESSNEss 

OF THE MACHINE 

Specificiry of program has always been a pan of archirecrure. Bur ~me building as 

machine" is a specifically Modern comage. Today, machine-buildings bearrng no 

relationship eo place (picture me Quonser hut or me Holiday Inn) dot me globe. Most 

of us experience daily m is placelcssne.ss of me machine. In the meantime our world, 

which once viewed progress and obsolescence as inevitable, is sloY.1y seeing limits. and 

reali1.ing mat disuse does not "refuse" make. Today we question plans ro bulldoze 

abandoned churches, power plants, schools, and oilier miscellaneous "old buildings." 

Today we see an an gallery in a power plant, con dos in a grain clevacor. a laundromar in 

a church. Everywhere, new programs fir wirh interesting quirks into old structures. 

Taking a functionalist view for a moment, that me nature and form of the original 

structure is directly brought abour by irs purpose or program, one has to grapple ,.,.;m a 

conrradiccion when one ~ how well a given place can adapt itself to new uses, esp<:cially 

~far from me ongin.mng idea. till more par:~dox.ic:llly. me old form reads clearly 

under the new layer offuncuon: "pO\ver plan~" "church;" "train suuon" ercerer:a.1 This 

essay propmes that me ofd Structures are able tO perrorm SO well under new requirements 

became of me micmre~ of the original requirements. Th~ stricture:. fed, over rime, tO 

the development of recogni1.able ty~. As a rest of this hypomesis. one could come up 

wtth extremely specific programs, new Jnd unexpected programs. and see if the 

"machines" which result have rh.n wonderful flexibility that seems ro accompan} our 

most "func.tionalisr" edifices. Cm rhis approach, which unerly demes rhe importance of 
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"place," lead p.uado:Uailly to a hdghrcncd awareness 

ofpbcd 
Encir I in~ the '" in mic) of Halifax and 

Dan:mouth, f;n:nin~ a son: of modem analog to rhe 
n~-:11 city "-:111, a ~ilwar cur and a dhidcd highway 
~harply dcilnc a lmc of"in,idc" and "out~ide." The 
ccnrcr of the cirde, hoYOncr, i~ no bull\·ere; it i~ 
missing. In irs ~te1d a f;.bh ~preacb north and ..ourh. a 
long harbour, bleeding away from the centcr, dc:n}ing 
the center's o:.istencc. 1\,o t>ridgcs and ..ome ferry lines 

basre the two hah·es together. h i~ a tenuous 
conneaion, at besL 

Sor irnignific:andy, the: modem~ of road and rail 
is conceived not~ a barrier but~ an avenue, a line not 
to impede flight but to allow it. And like the: wall, the: 
harbour, a line ofsymmcuy, is also a line of flight. But 
to the r:iry dweller the harbour is foremost a line of 
disconrinuity. Reachmg the water's edge:, \lie: change 
modes and zones, we shed one skm to don another. 
,.,'flethc:r sa~1ing through the air on a bridge:, or crossing 
the water by boaL 

Recognizing its n:nure, I walked the wall: the 
nilrtW that cuu around Halifu, and the: htghv.'ll}' that 
rings Dan:mouth. On foot, these: arc: worlds outSide the 
day-to-day lives of most city dwellers. We usually 
experience rhcm in a train or automobile, our feet off 
the grbund. On my treks, I made: ~omc: ,ketches and 
sathcr~ anifacu.-liuc:r-picking up ohjcas dut a rowed 
imerot or curiosity, eviden~c: toward unanticipated 

cond~m. 

From the railway cut I gathered a brakehosc:, a bi­
axial sign. and a pla}ing card (among other generally 
heav); earth-bound things): from rhc: highway I brought 
back a leaf from the: Ydlow Pago, a wisp of clorh with 
some printed words, and a surveyor's srake (among 
other moscly light, windbloWI1 srufl). &eh of 

these objects wa$ particularly suited to a function, 
"irhout much po~ibiliry of generalized use:, yet each 
could probably have been found along any railv.-ay cut 
or highway anywhere: in the: modem world. Like most 
modem machines, they YOC:re specific to purpose:, but 
not to place. \1odern time~ make inevitable: this 
placdessness, bur they also suggot a way to reconcile: the: 
universal with the particular. In the walled city of 
Halif.u/Darrmouth \\ith iu empty cc:ntc:r, rhc:y offer 
one source of a new "sc:nsc: of place." 
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fUn~ing the e'iden~e from the H<~.lif.u side in a 
spa."'llbrive 'JXCI:rum of"the general to the 'pecitic" and 
~r irom the D.uunourh ,idea:. "the anOn)mOiti ro rhe 
personal: I a.rbitnrily p.1i~ e:~dl of the artif.lm in a 
rc:brionJtip that sp.mned the gap: a) a cirrular grinder 
pbte from the railro.lJ \\ith an aluminum as numlxTn:i 
~J-7~ fuund along the highwa)~ b) a nmte, M Bob.~ in 
shiny chromed pla:.ric from the nil road, and a pl.utic 
automobile pan shaped like a tUnnel (with one wide 
mouth and one mull mouth) from the highw:~y; c) a 
brakehose from the railroJ.d and :a Polm>id phorognph 
of two h""II tr:acto~ from the high"' a}': d) a bi-axial 
rctlecrive sign from the r.1ilroad and :a glossy 
stockholder's report from the edge of the highw~}: 

The pairing :acrtN the g-ap embodied the concq>r 
tlur rwo objects. sepanted fn pbcc 2l!d rime, may be 
seen m be linkcd 2t a higher dimension: visualize two 
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circles d.isant from each other on a plane, that rum our 
to be in fact sections of one donut form rh2r pa~.\eS 
through both. The problem bcame ro design the 
•donur· ~t could unite ad. pair. 

In uniling the two objectJ I relied on 2 kind of 
intuitive fl;ash that can't be easily explained or 
r:atiofl4liz.ed, but in general what I tried ro do was to 
cb-olve eaCh artifact to a ,erbaJi, ... tion ofia progr;am or 
purpose. and to then connect the two verbaliutions in 
a singk program. An example would be the gJinder, 
which presented an unparriculariud unified whole 
gn:-ater th:an the sum of its pa.ru,like an anthill, 2l!d the 
numberplate, which seemed to he about $pccifying one 
pankuw thing :amid.\t many. C..onnc:cring these two, I 

made the le.1p ro the vchit(C{ur:al program, ~Dormitory 
fur a 1\ tonasric Order.~ 

tmtlar leap\ lead from the pla\ric "Bob" and 
rhe funne' >hape to the "Hou~e for Parenrs :and a 
Full-grown Child." from the brakehose and rhe 
Polaroid ot the two tractor~ to <1 program for 
"Bachelor Po~ds." and from the bi-o~xial reflective 
sign and the qu.merly report to a program for a "Barge 
for Wind-induced Noises Emanating from rhe 
Harbour." 

Whr a barge? le seemed ;appropriate that rhe 
random displacemenr of the liner along the highw~y 
or the railro:ad cut ~hould be echoed in a floating 
world of "bargebuildings." The barge is to the 
harbour as the piece of p:aper is to rhe highw;ay and 

CAN THIS APPROACH, 
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IMPORTANCE OF " PLACE, " 
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as rhe chunk of ruued iron i\ to the railway. Like 
them, it is essentially placeless, of indeterminate, 
random location, moved there by powers nor ofirself. 

Though essentially placelc:ss by narure, ~he 
modem machine hold\ the possibiliry to "make pbce" 
despite iudf: it frames a vic:w into another world 
of infinite poS5ibility and infinite v:arialion. It creates 
a place characteri1ed by :a line of flight extending 
in either direction, where "chat which is absolutely 
neces~ary but doe~ not exist ," c:an exist. 

"When a problem i\ properly ~tatcd in our epoch, 
it inevitably lind~ its \Olution." le: Corbusier. 
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CuFF EYLA:: o 

RicHARD M UELLER 
RECENT WORK 

Thrtt snull sq~ one gm:n ~d two red, Me 

sa in a ground of sarur.ued colour in Richard 

MueUer·~ 19 6 v•ork Is Red ~fore Wicked TM.n 

Grttn?, :an acrylic and papa abstract painting. Tlur 

is all you need ro :..now about a much more 

compliared painting in order for me ro nuke two 

quick duraaeriucions ofMudla's work. 

Firsdj; Mudla is a nat1.1Ca.1 oolourisr "'no delights 

in strongly sarur.u:ed painr. Scx:ondJy, and one an 

read this bctv.-een the lines of hti arrut's sracemt"llt, 

Mudler~ [Wncing grows partly our ofhti life as :an m 

educ;uor, $Omeone who continues to be arr­

eduared himself chrough reaching at rhe Nova 

Scoria CoUege of An & Design ~d the Technical 

Unh~niry of Nova Scocia School of Archirecrure in 

Ha1if.a. Mudkr:S !WMe:nthusiasm, oombint:d with 

a deep respect for srude:nr.s, opens him our to ~y 

artistic discovmcs. 

The recmr works in pamcing and sculpture marlt 

a sign1fiam ckvdopmenr for Mudler. For SC'oeral 

years he lw made invcscigarive, formal paintings 

which easily align themselves wirh a cenain long 

ped•gogical an school uadiuon. If nothing else, Is 

Red More Wickro Than Green? is :an analysis of the 

visual clemenu of painting; colour, line, form, 

mareri•l , perspecti,·e, and emotional weight are 

juggled for effect. Such pain ring gives one the sense 

of going over che evidence of an ;~niu's quiet, 

philosophical play. 

The rtecru works, ~-er. add loaded imagery 

to formal play. setting the philos.ophlal mix on edge. 
lbcs.e pa:nr.ings. ~prure$ and drawiogJ panicipate 

wirh much other current an in rhe politics of 

environmental catastrophe. For Mueller, rhe 

referena::s ro ro.rins highlight :an essential paradox in 

technology, which he characteriz.es ;~s being 

simu!raneouslyS)'IIlbolic of human ~nihil.acion :and 

hum~ salvation. 

The artisT's c:xperic:nc.c: of the Emergency Training 

Centre for the Department of National Defence got 

the work started. Halif.o: is the loauon of a major 

armed forces base in C;~nada, and rhe milituy 

occupies many scacrered sires around the cJty. 

Wimcssing emergency training procedures at the base 
as he drove past on route home, Mueller was 

intrigued by one particular set-up of boxes used for 

training in fire fighting. He arranged for a full tour of 

the &cil.iry :and the current imagery is a discillarion of 

a broad range of images he made our of rhe 

experience. 

Pain red :and sculpred flames shoot rh rough many 

of these pieces. Thickly applied colour is sometimes 

complemented by a line of wire or a piece of sheet 

metal, giving some of the work the look of stray bits 

of military hardware- a merallic high-tech look. The 

surfaces of the paintings are scumbled and 

overpainted inco rich poruayals of acrid smoke and 

searing flames. ~y of the works are painted on, or 

cur our of, aluminum, a very thin support, and 

sometimes paim is scraped through, exposing a shiny 

ground Tar, paint and metal combine to convey the 

repulsive 'beauty' of roxic chemicals. Like a rainbow 

parch of oil on the road., poUurion an look good. 

There are a n11mbc:r of repeated images in the 

paincings and sculptures: open boxes (sometimes on 

whed.s and sometimes nor), smoke :and Aame. Other 

images occur only in the earlier works, for example, a 

wind sock and some scaffolding. 

FIELD 



BODY Thl' Fifth Column 



RICHARD ~ fuE.U.ER 

A PROGRAM IN PROGRESS 

In my ~r yar at the ~hryl.and lnsciru~ of An 

(1969), after complaing six }"On of oominuom an 

training. it occurrro [0 me rh.u art instruction. in 

appropriating rradicional and Cll!Rnt comemioru, 

c:ithcr focussed on the <kvdopmem of mimecic ilills 

through formaliud drill, or encouraged a random 

sc:uch for di.rection in a non-srrucrured sun~· of 

media. Exuciscs wm: a.ssignai. and assumed rdc:\';IJlt 

ro a fued order dur a&ed som~ here ~out there." 

Generally students enrered art school with \'ague 

notions of ouking m, and no real seruc of wha.t that 

meanL Most rnastm:d the cssenrial skifu \\-ith va!)ing 

dcgreo ofsucass. Variacioru of appi'O:ICh, .,.,;thin the 

~of a problem,~ oonsidatd indicamT of 

a ~-doping pcaon:al scyie. wirh linlc anrmion m the 

oorresponding thought (or Lack of thought). The 

c:\entual message~. gn·m a basic repertoire of 

tc:fmiques. ·anydung goes." An making had by then 

seen the impact of Da<b, Abstract ExpressiOnism, 

Pop./\ 1inirnalism, and Conc:epcuafum, each rich in its 

own rhetoric, each unquestionably modem, each 

diuincdy disjointcxi. 

My response was ro feel somewhat lost. 

realized the properties and lirnitacions of the variom 

•schoots•, and fuel effecrn-dy wolhd my way our of 

having a particular subject matter. I could dr;~w, 

paint, and sculpt from a set-up, but it all seemed 

somewhat repetitive and fucik. Once the forma] class 

exercises were remO\ed, and I had to v.ork alone, I 

bocune bored with the flash of ExpressiOnism, and 

"'as seduced by the intellectual pl<~y of 

ConceptUalism. ~iy ideas were r;~cing, but my 

adopted techniques and conventions provided no 

person<~! program. 

lnrerested in percq>tion and the way in which \\-T 

understand the world, I found my5df looking for 

50me way to dc:\ise an imagery apro:,i\T of my ideas. 

Concrprualism seaned locked inro dry academicism, 

as absuaction gt'c:\" increa.Wtgly mannered. Each had 

1:\-olvcd a oomempor:uy and rdc:\';IJlt \'Ocabuwy, but 

while one enshrined the primacy of material and 

process, rhe other renounced it. Abstraction, in its 

focus on surface and medium, compromtsed 

~conrent. ~ Concc:prualism, appropriating various 

narural or contrived systems, sacrificed spontaneous 

dialogue bawc:m concept and objeCL One satisfied 

my need for incdlecrual input, and "the other 

encouraged me ro rethink the role of the objecr in an. 

The rel~cc of painting has been an ongoing 

debate in modernism. It is tempting to a55ume a 

ccn;~in .static two-dimemionality in painting, and 

®regard the intimate interaction berween the objecli 

symbol and viewer. In their broader potential for 

cultural meaning, through various mechanisms of 

.usoci.arion, objero serve as powerful fixed physical 

symboh within an expanding nerwork of ideas, <;Ome 

mundane, orhc:rs profound, but all significant in the 

endless struggle coward a knowable "reality". 

Stri,ing for poignant rea5aned imagery, rdc:vanr 

to circwnstances of rime, ~pace and intellect, I seck 

works tlut come [Qgether dynamically through the 

working process. Flernents within each work ~ume 

certain roles in an underlying conceptual drama. 

lmeraaing within rhetorical COntexts, these uevents" 

describe, through metaphor, the es<emial dialogue 

betw,-en our conscious selves, and the mysteries of the 

objective world. 
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GEORGE UKOURGIOTIS 

THE TRIALS oF AEoLus 

I recall an astonishing moment just three days after my holi5C was conscruct~. h was early 

morning and no one cl~ had yet arisen. I was baking bread and I went oucside ro coUecr ew 
for us ro ear. Our vallc:y appeared very different that dar It was not so much a valley as an 

enormous stone bowl. The rock was quire reddish and ir glimmered. le looked as if God had 
reached dov..n and polished it. The crust ar the rop edge, jagged and bl.tck (or pcrlups blue), 

was the only indication of the vastn~ beyond. I remembered my journey traversing ir three 

weeks earlier. I looked ar rhe red slopes char cascaded toward a deep. wide pond at the bJ.SC of 

the bowL An ephemeral violet mist, accepting the virallighr of the morning sun, ~ted on the 

water. 

All ar once there was no distance becween heaven and me. I wan red to throw mr body 

into the singular vastness before me. My body stiffened and shook. my passion became stifled. 

I realized that l could not fly. but then there was no n~ to uke ~ion of the unlimited 

space. It did nor rry ro escape from me. Infinite space surrounded the whole of me, as surely 
as ir surrounded the ~.The space was all around me. and all inside of me. I fclr the beautiful: 

I cried. 

We always car our evening meal at dusk or later. The precious rv..ilight celebrar.:s and 

calms. Iris a rime for fiunilr to come together, a rime ro exchange thoughts bemeen ) oung and 
old. At other rime'l> we car by the lighc of candles. There is a great f.u.cirution for tire in all of 

us. le is an elemenr of pure.t contemplation; es·ery flame~ archet)"pal. pan of one s.une ~pirit. 

How vulgar ir is for tho~e in rhc orher world to reserve candlelight dinnerl>; for rhe important 

to siruare thcmselve~ in contrived splendour. 

Upon caring we go ro rhe lake's edge and gather about a fire, rdling srorie.. dreaming. 

dancing to rhvrhms echoing through the bowl. There are glov.ing embers around rhe circle of 

the lake. m.ill world.s.l'his night Wa.\ a night for singing. Aliingle f.unily bcpns to ~ing. A song 

about the mght, a song about ~1dn~' and beaur:y. a song about life and denh \u ,crime. one 

voice is all that is he:ml. A 'ingk· 'oil-e. an aeohan harp. stirring the quicc night. R.. .ng up. filling 

rhe bowl. Then, in unison, all join in. Mdodio, counter-melodies. reOecriom. Pure hmnonr 

The children often a_,k about the world we left behind. After dinner one night they 

asked if we would ever return. I told them the 'tory of the <>almon. How the) lea'e thdr 

binhplacc and then mugglc h.tlk there to die. I told them rh.u th \J.lmon\ birthplace is 

probably more enchanung th.m out'l>. ~rhap~ one day my children will haw to \et' the outstde 

world. Pcrh<lps one day it will be :.uitablc for life. 
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TERRANCE G. GALVIN 

FRoM NEw ]ERUSALEM To NEw YoRK: 

I Tht Ark orNouh, b) 1\nrh•nuru• 
Kuc.h~r. hnm Arr.- Ntf; AmuC"rJJm : 
167~ . 

THE PROBLEM OF EXISTENTIAL DISPLACEMENT 

The biblical struggle between man and God could be viewed as man's anempt to make 

architecture (as a form of knowledge) \'ersus God's imposition of existential cfuplm:menL 

Existential displacement, whether literal or ngurari\'e, derives from the Fall. 

We are all fu.miliar with the person who has hold to leave her or his culture and move to 

a foreign place due to war or strife. Such people often tr)' ro rebuild the memory of the pbce 

through photographs, books. artifacts, and scones of the culture thC) left behind. 'l1tb type 

of exisrcmial displacement produced Joyce's recollecrions of Dublin as he lived in Paris or 

Trieste. One's own identity is a:>..~ociau:d with a particular place, and )os:; of identity can result 

from loss of place. Thu~. the development of Chinarown or Little ltaliy anemprs to re­

establish the culrure from which their mhabitanrs have lxen displaced. h i~ an artempt to 

regain identity and cui rural conunUtry. 

The other type of existential displacement is associated "irh the children of Israel 

Y:andering in the desert (Exodus: eh. I::!), a displacement that denies the possibility of 

rebuilding. Job alludes to ~thoo;e who cause the naked to lodge " ithout clothing. th.u they 

have no covering in the cold. They are wet with the showers of the mounttin,, and embrace 

the rock for want of ~hc:lter" Oob: eh. 23). 1 suggest that both these type' of existential 

dtsplacemenr are ,u the root of the: origins of architecture. for the: hi,tory of human 

comc.iousness begun by Adam and b ·c: in the G:udc:n of Eden marks the birth of man N\mg 
"to rill the ground from whence: he: W.b t:lkc:n" (Gen~ts: eh. 3). 'Ibe themes of tilling. marking 

ofl rc:rrirory .md e~ t .tblt\hing founcluion~ are relarc:d ro the acr of 'onstructton and the 

foundaLion of cities.• 
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The .-kpanurc: &om F.Jcn i.1. eh~ ofit:in of o.i,ccnci.tl 
!OM of pbce, which ari~ a!;:lin in the per.on of Cl in 
who JJ~ Abd whm eh~· were in eh~ fidJ. T'K result of 
Clin's w:m.kring ~t ofEd~n in eh~ Lnd ol od c. the 

founding oi the city of Enoch. anoth~r anempr at 
e~tabli~ing place: in a chaotic \\orld. \X'and~ring 

som~here ~cwcen Eden in our prc-comciou.:. state. 
and the ~c:w Jerusalem in the idc:al state, what are we to 

do? Having once sought refuge &om the rem pest in the 

form of the arl.;, i5 man really architect of the ship. or is 
he ship'-" -reeked, an :uu.logy which Ore~ y Ga.sser uses 

to d=i~ the o.isrencw dilemma. 

THEFOL~CON~UCTION: 

From tk beginning. thrtt of the four cornauctions 

siro:l in the Old Tcsummt were: built by man un<kr the 

instruction md supenision of God. The Ark of :-.:oah 
(Genesis: eh. 6), the Tabcrruck in the De:serr (Exodus: 

eh. 25- 27), and the: Temple of Solomon (I Kings: eh. 
6) are the rc:sula of the D1vine architect through the 

~ of :-.:oah, Moses. and Solomon. We know that 
the ark of 1'\oah y:as made of gopher "'ood. 300 cubit:li 

long by 50 cubit:li '>'idc by 30 cubiu high, including a 

window and a door. The in.structions given to Moses 
amcaning the ark of the c.m~nant were: that it was to~ 
made of shitcim \\ood, 2.5 cubits long by 1.5 cubits 

wide by 1.5 rubiu high. and it was co be pbced in the 

inner sancrum. the most holy of pbces. The sanctuary 
pra:eding the inner uncrum conuined a gol<kn alc:ar 
\\im incense pbced upon it, a table: upon which bread 

was placed. and a menorah with iu SC\'m candlocic.ks. 
W.ahin the c:ncmal fon:coun of the building was placed 
a Ja,cr for ablution by warer and another for a fire 
offering. 

The wall, whidt marked off rhe tertirory in which 

rhe tabernacle was placed, was I 00 cubitS long by 50 
cubits wide by 5 cubits high. One entered rhc forecourt 

from the east. All the \'essels were v. rought from br:~M. 
and all rhe piUars fitted with ~a~~r.1 'Ibe children of 

lsrad were: exiled from F.gypt, wandering errant for 430 
years (Exodus: eh. 12). Led by Moses they became 

in\"'h·ed with the building of the ·ra~macle to ho~ 
the \X'ord of the Lord in the form of the ark of the 

CO\'enant. I..i.lce the commandments, the Tabernacle"'~ 
inscribed. The aa of inscribing the rwo tablets with the 
commandmentS coincides with the Lords instruuions 
for the irucri£Xion of the ·rabcrnade upon the Earth, as 
the process of erecting rhe building took place:. Even the 
~cm of building the Tabcrn2cle is marked by man's 

forgetfUlness. Once Moses is nor with the children of 

Israel • .A:lron forg~ the molten calf of Gold, and the 

people rum thcir b.lck on the Loru, " ur.;hipping instead 
the molren icon. 

A ~imilar de cription of the house which King 
Solomon built for C..od afier the children of Israel came 

out of Egypt stares that rh~ length of the Temple was 60 
(thm:score) cubi~ the bm~drh 20 cubilS, and the height 

30 rubits. The porch before the rc:mple was 20 cubits in 

length and 10 cubits in bradth. The temple contained 

narrow window~. and against the inner wall were: built 
chambers of variou~ dimensions. The material for the 

temple was srone. prepared before acnving on the sire. 

The temple was COYcrc:d in beams and boards of cedar. 
The beams were: nor fastened a.rrilicially ro the ·walls of 

the hou.:.c, nor"'~ rhere any tool of iron on sire durmg 

consrrucdon. The oracle to comain rhe ark of the 
covenant was comrructed of cedar and O\'crlaid with 

gold. The t\\U doors on the face of the oracle were: made 

of olive tree. Its dimensions were :!0 rubm in length. 
breadth, and heighr. The temple rook Solomon seven 

}'Cm ro build. a secular equivalent to God's crc:arion of 
the world. 

The exception ro the four constructions in the Old 

Testamenr is rhe Tower of Babe! (Genesis: eh. 11), 

interprc:ro:l ~a representation of human arrogance. The 
chapter in Genesis contains no description of how the 

rower was built or it~ dimensions. In the story of the 
Tower of Babe!, we are rold that the whole earth is of 

one language and one speech. This unicy oflanguagc: 
allowed a collective project in the building of the rower 

on the plains of Shinar; a project thar the Lord knew 

represented the attainm~nr of knowledge. This 

knowledge was rc:flccred in the marerial of con5truction, 
since Babd was construcred of brick, a "worked" 

material. In the firing of clay to become brick. the clay 
undergoes a uamformarion connecred ro human 

anifice.4 Like rhe Fall, the building of the tower 

illustrates the struggle of human consc1ousne$s. The 

Lord srato thar "now nothing will be: restrained from 
them, which they have imagined to do." The 
imagination of Man is a dangero~ thing, since ir allows 

him to mivc: for an ideal, which is the domain of the 

Lord, who describes himself as rhe Alpha and rhe 
Omega. This conscio~nos i\ linked ro Llnguagc: in the 
case of the tower, a f2ct which the Lord immediately 

arresu rh rough the confusion of rongu~ (babble), 

which causes the collective ro be dhpersed. The 
connection lxrwecn langu.1gc: and building is togaher 

from the outset. 'Ibis act of nc:g;Jiing one: language :md 

one speech hearkens back to the idea that "in rhe 
beginning was the Word", and the: Word is related to the 

ear, just as the building or object b related to the eye:, 
and in turn our !><:nsc: of ~ynacsrhc:tic awarcnc.-.s. 
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The dual symbolism of rhe Divine Crearor, being at once both benevolent and 

malevolent, can be seen in relation to the four constructions cited earlier. Paradise. the 

instructions for the ark, and the Tabernacle in the Desert are acrs of benevolence. The Fall, 

the deluge, and rhe mass Ex.odus are relared acts of malevolence. These situations Crt'llte 

conflict and are followed by an aucmpted acr of reconciliauon. The hasmry of the Old 

Tesramem as rhe hbtory of m.m wandering after hts lost ~ul. The an~t whach has been 

associated with ex.istenri.u thought from Klerkega.mi ro Camus tS e\idem in the Book of Job. 

Job, "a perfect and upright man", i> tormented by the Lord <b a test and he lament>: 

M.m that is born of a \\Oman. is of re\\ 
d.1ys and full of trouble. He cometh 
forth like a llov.er, and is cur down: 
He Aeeth aho as a shadow, and 
conrinueth nor Uob: eh. 14). 

This feeling of m.u1 heang fors.tken b a common theme in rhe Bible. JesuJ., who is denied 
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acccpanc::e at least in this kingdom. expresses his sense: 

of loss .u ~ ~-mr of the cru.::ilWon "t. Mark eh. 15). 

Similarly. as the torment of ]ob continues. he echoes the 

scu:iments of m outsider. 

Behold, I cry out \Hong. but I am nor 
heard: 
r cry aloud. but there is no judgement. 

He harh fenced up my way that I 
cannot pass. 
and He bath set chrkness in my paths. 
He harh stripped me of my glory, 

a_nd taken the crown from my head. 
He bath destroyed me on every side. 
a_nd I am gone: 
ami min~ hop~ h11rh H~ rnnDl·~tl Mu 11 
rru. 

Oob: eh. 19). 

The scpa.racion between spirit and m<lttcr is one of 

the fundamental dualisms that causes the sense of loss. 
Man is coDSCilldy in search of gnosis (knowledge), that 

srage where spirit a_nd mancr would be reconciled. 
Often tb.i.s I'C\-da.rion is through the form of a Saviour 

(the Lord) or a messenger (<10 Angel). The split between 
God and world, md that between man <10d world, uc 

rwo gnoscic dualisms that Jea,-e man with the anguished 

discovery of his coonic solitude. That man turnS aw:l)' 
from the world is represented in the theme of light's 
imprisonment within chrkncss, jwt <lS the soul is 

imprisoned within the body. Ca.mtll' undcrstmding of 

tb.i.s sol.irudc <lS m essc:m.W cha.ractcrisric of the humm 
condition is n::flcctcd in L'Emzng"i Mcursault, whose 

soli rude is judged by the coUecrive u a crime against 
socicry. What the search for Gnosis and existential 
thought share is the act of recognition of the 'self.' 
Ironically, one mwt go outside oneself. in essence, to 

pursue: the Realm of Light. The body and the building 
uc both vcssds for this act of revelation. 

MEMORY & RE-CONSTRUCTION: 

Speechlessness and wandering seem eo be the 
fJU.SU2ring termS of the hum<1n condition. 1nc concerns 
of atehiteaurc uc the n.omr. circwnscribcd by time, and 
the si~. circumscribed by place. The image of the Lord 

answering job from among the clouch in order ro 
~leviare his a~~gst is a memory, but the potential for 

constructing meaning in language and vchitccturc 
remains. A passage from T. S. Eliot's poem "Ash 

Wcdnesdal ( 1930) illustrates that, as long as we have 
the faculty of memory.Sthere srill remains the: potential 
to build: 

Because J kno" that rime is always time 
And phce is alw:a~ and only place 
And what is acrual is acrual only for one 

rune 

And only for one place 
I rejoice that things uc <lS they uc wd 

I renounce the blessed Face 
And renounce the voice 
Because I cannot hope ro rum again 

Consequently I rejoice, having to 

construct something 
Upqn which to rr;oict~ 

Camw' proragonisr Meursault is wronged md 
fors<lkc:n and then imprisoned. His problem became 

how to occupy oneself when gi'"en so much leisure that 
it was a punishmenr. In Camus, as in the New 

Jausalcm, the body is once again the temple; the public 

can imprison Meursault, but his memory and 
imagination remain free. Meursault alleviates rhc 

boredom through the use of memory, the repository of 

experience. Like Van Gogh, he recaJ.Is his bedroom in 
great depth: 

I made a point of viswl.izing every piece of 

furnitl!Ie, wd each article upon or in it, 
wd then every derail of each article, and 

6nally the details of the details, so ro speak: 
a tiny dent or incrustarion, or a chipped 

edge. and the exact grain and colour of the 
woodwork. At the same rime I forced 

mysdf to keep my inventory in mind from 

stut to finish, in the right order and 

omining no item. With the result that, 
after a few weeks, I could spend hours 

merely in listing the objects tn my 

bedroom. I found that the more I thought. 
the more details, half-forgotten or 

malobscrved, floated up from my memory. 
There seemed no end to them. 

So I kamtd that ~vm afttr a singk days 
expnimc~ of lh~ outsuk world a mlln could 
~asily liw a hundr~tl y~an m pmon. Hld 
havt laUJ up mough mmzorin nron- to bt 
bortd.1 

These two p<1Ssages point to rhe imporrancc of 
construction, this time in relation to constructing a 

meaning for life. the thrust of an existential inquiry. The 
questton of man's existenrial displaccmenr h<lS been 

closc:Jy related to the quesuon of making architc:crure. In 

recognizing the theme of displacement in the Old 

Testament, the story of the Fall repre!.encs rhe dual 
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condicion of man's search for permanence against his f.Hc of expulsion and cxistenrial 

displacement. 

ARCHITECfURE & THE HEAVENLY CfiY: 

The heavenly New Jerusalem is of pun: gold, with a surrounding wall of Jasper. Built on 

these foundations are rwelve gates with inscribed names of the twelve tribes of the children 

of Israel. The rwelvc g.uo have foundations garnished of preciou.~ jewels; thoc foundations 

represent the rwclve apostles. Each gate is presided over by .m angel. There is no temple 

built within, and there is no night. The glory of God is the Light, and the people are the 

temple. "for they hou.~e the tabernacle of God Y.ithm them: The length and breadth and 

height of the New JenL<..liem are uniform. The MJI surrounding the city i~ 144 cubits in 

height, purported to be the measure of an angel It~ important thou both the Garden of Eden 

and the New Jer~lem are endo"Cd withm the wall. for the ,.,'2.1) is a gesture of existential 

security, differentiating the chaos ou~1de the wall !Tom the order and ham1ony within. The 

wallts primanly symbolic:. and on I)' secondarily a ddemJ\'C dC\icc:. 

We recall rh.u in many cultures, the first architc:crural gc:smre i~ to 'take out the tc:rruory 

upon which to bu1ld. The: rimal of1.1ying a foundation for a building or a cit)' wall rc:call the 

HOUSE 
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importance of this .1et of circumscribing. The 

initial m.uk.in& of the pla.:e have a symbolic 

meaning tied to existential security. This 

provides .1 possible connecrion to rhe origins 
of architcx--rurc, for the acr of raising a wall is 
tO caprurc the lighr. to alto" the invisible ro 

become visible. fhe feast of Jubilee 
(Leviticus: eh. 25) rcca]J, the rirual of place 

whercb\ eve!) 50th rear 
the people rerum to their 

original te.rrirory. 

Within the heavenly 

ci ry. the cryst:tl river runs 

past the T rce of l.ifi:. The 

river is a symbol of the 

eternal cycle of birth. 

death and rebirth. On the 
banks of the river is the 

Tree of Life. the 

coumerpoinr to the Tree 

ofKnO\\kdge. Often the 

forbidden fruit IS 

associated \\ith the apple, for "malum" is the 
Llrin word which denocc:s both ~apple~ and 

.. sin". The ideal purity of theN~..- Jerusalem 

concrastcd against a man-made reposimry of 
culture such a5 -:\ew York (also called the Big 
Apple) makes the city sound like the 

dc:scripcion of the reality outside the w-alls of 

the New Jerusalem. The last passage in 

R~ocl.uions (eh. 21) scuo that "outside of the 

walls are dogs. and sorcerers, and 

whoremongers. and murdercn., ~nd idolaters 
and who:;oc:\ocr loveth ~nd maketh a lie.~ The 

image of , e\\ \ork as a modd of late 

capitalism, complete with its array of 

homdc:ss and othen'ise ex.JSrenti.illy displaced 
ucitizens~ is the reality of our existence and is 

symbolic of rhe ciry as an 

arrifu.cr. 

The Old Testament 

begins and ends with an 

ideal. The Alpha 

corresponds to the Garden 

of Eden (Genesis: eh. I}, 

and the Omega 

corresponds to the New 

Jerusalem, the last image in 

the New Testament 

(Revelations: eh. 22). 

Dwelling somewhere 

between these rwo ideals 

lies the quest for human 

consciousness, which is manifested by what 
we "make" in an attempt to define a locus, a 

sense of existential secumy in an otherwise 

constantly shifting world. We continue ro 

pwsue the heavenly city on Earth. This is the 

ironic fare of architecrure and of the human 
condition. 
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STEPHEN p ARCELL 

PLACE SETTING 

The dining rabic is an artificial plinth, a small tabula devared above the ground and 

surrounded by humans. Each person is allocated a territorial position of the rabic: surface:: a 

place setting. 

Around the perimeter of the table are identical sets of urc:n.sik, each set occupying one 

person's grasp. At rest, the mensils are positioned according to specific axial alignments and 

sequential orders fi:om left to right and near to Far. Certain ones are merallic and cen:ain others 

are ceramic. Some are broad and Aat, like auxiliary table surfaces. Others are meant to be held 

and operate as specialized attachments for the hands: one scabs and shovels, one stirs .md 

scoops, one saws and spreads. Their figurative manoeuvres work in conjunCtion with the 

silent resistance provided by the rabic: surface below. Although many of the Utensils are u~ 

together, only three of them (two metal and one ceramic) ever travel from table to mouth. 

Convenrion.tl instruments and etiqucrtc: enable one ro encounter a wide range of 

edible srilllifes (natures mortes) with rourine self-assurance. Confi:onrarions which presenr 

more of a challenge (lo~ter, for e.~ample) require special tools and improvised srrategtes. Tne 

place seuing with its artendam .trchitecrur.tl equipment and chorcognphy, provtdes a latent 

forum for one biological entity to sacrifice and devour others, coincidenrally emulaung rhe 

foundation rites of ancient dries. Elsewhere, the legendary oriental practice of caring live 

monkey brain~ requires a s~i.tl place ~ening with a skull-sized hole in the rable and a set of 

leather straps below. 
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TED CAvANAGH 

THESIS PLACE 

71xsis comes from the Greek langt12gC- The root -
~ forms the Grttk word rirkmi (or place) .u well as 
rksis (or pbcing). Implicit in the sense of pbcing is a 
defined or measured aspect oflocacion as well as a 
meaning dcri\cd from rhe value of this location 
du:ou.,oh ~rime or intcncion. The discinccion jusr rnack 
is nor inrmdaf ro suggest dur rhcsc two aspc:as can be 
isolam:i from each other, bur more ro explain pbcing 
more compktd}: 

Thrc:c other words contain (and modify) the w'Ord 
thesis: byporhais, anrithais and fJ111htsis. Hyporhais 
adds m them the prefix hypo- or under, below, 5lighdy 
(cf. hypa- or o~r. ~~. c:xcecding, CX05Sivc). This 
modifies thesis. or placing. by adding ar rh~ suzrring 
poinL Hypothesis m= placing ac the SUiting point. 
Through time am ddined (or mcasumf) meaning of 
hypothesis Ius come to include rhc meanings u·ith 
four.darion and uith slight basis. Thus ir seems po5Siblc 
that the Y.'Ord Ius cb-dopcd tw'O complerdy opposite 
.senses. There can be a hypcxhcsis which sounds certain 
(v.;th founcbtion), and something hypotbccica.l which 
sounds unceruin (~;rh slight basi)). Instead, the 
meaning of pbcing at the swting point is srillsecure 
and the value of this starting point might be either 
solid or unc.crtain. 

Anrith~sis adds ro thc5is the prefix anti- or 
opposition, contrast, in cxclunge, instead (cf. anu- or 
before). This modifies thesis. or placing, by adding ~t 
against (besides, not bc:sidc). Antithesis m= placing 
against. This defined (or measured) meaning of 
antithesis Ius come ro be superseded by the meaning 
of placing in oppoumm. rather dun the equally corra:r 
SCI\Se$ of placing in contraJI and placing inswui.. Again. 
the emphasis of the inccrpmation of antithesis should 
be on the defined, and perhaps more neutral, scruc: of 
plating •gflimt and ro allow evaluation or intention m 
dc:cidc on the meaning of mu placing whether it be in 
opposition, in contrast, or in exch:.mge. 

Synthais adds ro thesis rhe prefix syn- or wirh, 
together, alike. Thi~ modifies thesis or placing by 
iJdding U'llh (cf. ana -lysis and aM - thnna). Synthesis 
mean~ placing with. Thi\ 'implcr, and perhaps more 

neutral, meaning of synthesis has come to be 
supcrccdcd by senses of placmg tognh" and placing 
with lilu. The scnso of marching and joining have 
become cspcci2lly prevalent as synthesis has come to be 
described as joining (placing rogcthcr) ro form whales 
and joining or marching to form systems. When 
synthesis is described as joining or marching ir is 
important ro rcaliu char these arc interpretations 
bc)'Ond the more defined, or neutral, sense of placing 
uizh. 

The word position rebtes to the pi'CVlous discussion 
of thesis as placing. ln fact, posit has been suggested as 
an cqui\-alent of thesis. P05it, in spite of it5 Latin root, 
mows some of the same overlaps and distincrions as 
thesis. It is from the Latin root pon~. Posit translared 
as place. Thus po5iring is placing, as is thesis. The 
importance of am appa.rent cqwva.lence becomes dear 
when the derivatives of positing are identified; e.g. 
op~. compose. propose, suppose, presuppose and 
juxtapose. Thus rhcsc operations mighr all be 
employed in the exploration of a hypothesis. 

The word pose comes from an entirely diffcrenr 
Llcin rooc, pa~ translated as pause, but the entry 
concludes with pou .... in some scn5es by confusion 
with the Latin ponnror place. Thus to pose a question 
is rca.l.ly to posit or oppo!oe a question. 

The hypothesis is the tentative statement of the 
thesis that is given initially and revised continually in 
order char the hypothesis approach the rhesis. The 
thesis by contrast can be described as char which is ro 
be mainwncd. The revisions to the hypmhesis are due 
ro explorations of antirhe5is and symhes1s. The 
antirhC1is is a way of working within rhe rhesis and 
extending or challenging the hypothesis. lr is an 
anempr ro exchange, oppo\C or contrast some aspccu 
of the hypothesis so that chcy might or might nor be 
maintained. The antithesis, then, forms an important 
parr of the working method. Synthesis might occur 
many times during the working our, bur definitely 
occurs each rime there i• an architeccural re­
presentation of the hypothesi~ and antithesis in such a 
way that it allow~ symhe~.1s rn rhe critical viewer. 
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